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Preface 


This  text  for  beginning  music  courses  is  meant  to  be  used  as 
a  manual.  For  the  teacher  it  provides  many  examples,  student  drills, 
explanatory  notes,  and  opportunity  to  expand  both  the  material  and 
its  application.  The  book  is  designed  not  only  to  be  read  but  to  be 
written  in,  sung  from,  marked,  annotated  —  to  be  used  as  each  student's 
first  reference  work  in  treading  the  long  path  to  expert  musical  crafts- 
manship and  artistry.  The  text  will,  it  is  hoped,  have  meaning  in  terms 
of  tonal  experiences  to  be  had  far  beyond  the  first  music  studies. 

In  using  the  text,  two  important  principles  should  be  kept  in  mind. 
First,  theoretical  knowledge  is  valid  only  if  it  supports  tonal  experience. 
The  student  must  have  ample  opportunity  to  listen  to  and  experience 
new  musical  phenomena  before  they  are  explained.  Second,  far  more 
important  than  the  subject  matter  is  the  work  procedure.  Through  ade- 
quate methods  of  practice  and  approach  to  new  problems  the  student 
will  shape  tools  to  help  him  in  all  his  musical  problems. 

Teachers  must  insist  that  the  student  participate  at  the  highest 
level  of  his  artistry:  He  must  sing  as  well  as  he  can,  he  must  not  only 
attempt  to  produce  pleasing  tones  but  strive  to  express  the  emotional 
core  of  each  melody.  We,  in  our  turn,  have  attempted  to  supply 
melodies  of  beauty  from  folk  material  and  standard  vocal  and  instru- 
mental literature.  The  aesthetic  experience  must  always  parallel  the 
technical  growth. 

The  book  is  organized  in  twenty  sections.  The  first  term's  work 
will,  in  general,  carry  through  ten  sections.  The  second  term  will  con- 
tinue to  the  end.  Following  the  last  section  are  canons,  rounds,  and 
two  -  and  three-part  compositions. 

The  main  divisions  of  study  are:  Rhythms,  sight  singing,  melodic 
and  interval  dictation,  practice,  theory,  and  analysis.  Each  section  con- 
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tains  exercises  and  drills.  Since  the  development  of  musical  reflexes  is 
not  a  matter  of  days  or  even  weeks,  many  of  the  practice  assignments 
will  continue  for  some  time.  The  exact  time  can  be  judged  only  on 
the  basis  of  student  performance.  The  teacher  can  readily  expand  or 
rearrange  the  sections  to  suit  his  plans  and  needs. 

The  material  of  this  book  has  been  gathered  in  the  course  of  teach- 
ing classes  in  elementary  musicianship.  For  enduring  the  test  of  my 
material  and  methods  I  owe  thanks  to  a  very  generous  student  body. 
I  am  particularly  grateful  to  Professor  Douglas  Moore,  at  whose  sug- 
gestion this  book  was  undertaken,  and  to  Miriam  Gideon,  William  J. 
Mitchell  and  Dr.  Felix  Salzer  for  their  interest  and  advice.  Finally,  a 
very  special  thanks  to  my  wife,  Judith,  for  her  help  and  understanding. 

ALVIN  BAUMAN 
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Notes  To  The  Teacher 
The  teacher's  first  task  in  meeting  a  new  class  is  to  examine  the 
students'  musical  possibilities.  A  test  for  aural  accuracy  should  be  the 
first  musical  activity  of  the  first  lesson.  In  a  simple  quick  test  the  teacher 
plays  unrelated  tones  on  the  piano;  the  students  repeat  each  tone. 
After  all  the  students  have  demonstrated  their  ability  to  reproduce 
a  given  tone,  the  teacher  should  play  simple  phrases,  e.g.: 


i 


£ 


£ 


£Bfc 


-e- 


i 


£ 


& 


m 


m=± 


* — * 


i 


M 


Yugoslavia 


B    J    J 


fczatzzg 


Students  will  repeat  each  phrase. 

Finally,  the  class  should  memorize  a  melody.  The  one  above  will  do. 
The  recitation  of  the  melody  can  wait  until  the  second  recitation  hour 
or  the  end  of  the  first  hour.  Another  melody  for  memorization  is: 


Allegro  moderato 


2  ELEMENTARY   MUSICIANSHIP 

Section  1  covers  the  following: 

The  twelve  tones 

Sharp,  flat,  and  natural  signs 
Notation 

Staff,  clefs,  and  notes 
Tonality 

The  concept  of  key  center 

The  extension  of  one  tone  through  the  major  triad  and  scales 

The  major  scale 
Rhythm 

Beat,  metre 

Beat  division  in  two  and  three  parts 

Notation  of  rhythm 

The  concepts  of  tonality  and  beat  must  be  introduced  through  the 
students'  experience  and  participation.  They  will  understand  tonality 
and  rhythmic  beat  better  if  they  can  refer  to  their  own  physical  sensa- 
tions. Before  each  of  these  ideas  is  explained  more  fully,  there  are 
directions  for  student  participation  activities. 

Rhythmic  drills  are  accompanied  by  the  students'  beating  with  the 
heel  of  the  foot.  We  suggest  this  as  vastly  superior  to  tapping  with  the 
hand  or  with  the  toe.  The  conscious  element  in  flexing  and  extending 
the  leg  to  establish  the  heel-beat  leads  to  a  greater  physical  awareness 
of  rhythmic  factors  than  do  somewhat  simpler  and  "more  comfort- 
able" methods. 

The  art  of  music  involves  the  movement  of  sound  in  time.  Sound 
elements  consist  mainly  of  tones.  Tones  are  sounds  of  regular  fre- 
quency, that  is,  of  fixed  pitch.  A  sound  of  fixed  pitch  comes  from  a 
church  bell  or  a  piano  tone.  The  sound  of  a  bass  or  snare  drum  or  of 
almost  any  street  noise  is  of  variable  frequency. 

The   Twelve   Tones 

Music  of  Western  civilization  differentiates  twelve  separate  tones. 
The  twelve  tones  are  each  repeated  at  higher  and  lower  levels.  The 
distance  from  each  tone  to  its  nearest  "repetition,"  above  or  below,  is 
called  an  octave. 

Each  of  the  twelve  tones  is  considered  to  be  equidistant  from  each 
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of  its  two  neighboring  tones.  This  distance  is  called  a  half  step  or  a 
half  tone.  Two  successive  half  steps  make  up  the  distance  of  a  whole 
step  or  a  whole  tone. 

The  twelve  tones  are  called: 

A  A-sharp  BC  C-sharp  D  D-sharp  EF  F-sharp  G  G-sharp 

This  is  a  continuous  system,  so  that  after  G-sharp  comes  A,  and  so 
on  through  all  the  twelve  tones.  There  are  only  seven  letter  names  for 
twelve  tones.  Each  tone,  except  B  and  E,  is  modified  by  the  sharp. 
But  each  tone  is  an  independent  one.  A  and  A-sharp  are  separate  un- 
related tones  as  are  C  and  Gsharp,  and  so  on.  It  is  part  of  the  musical 
tradition  that  only  seven  letter  names  are  used. 

Sharp,  flat,  and  natural  signs 

Sharp  is  represented  by  the  sign  #.  The  sharp  sign  indicates  that 
the  tone  is  one  half  step  higher  in  pitch  than  the  pitch  name  accom- 
panying it.  A#  is  one  half  tone  higher  than  A.  D#  is  one  half  tone 
higher  than  D. 

A  A#    BC  C#    D  D#  EF  F#  G  G# 

These  can  also  be  named: 

A  B-flat  BC  D-flat  D  E-flat  EF  G-flat  G  A-flat 

Flat  is  represented  by  the  sign  b-  The  flat  sign  indicates  that  the  tone 

is  one  half  step  lower  in  pitch  than  the  pitch  name  accompanying  it. 

Ab  is  one  half  step  lower  than  A.  Eb  is  one  half  step  lower  than  E. 

A#  can  also  be  called  Bb.  A#  and  Bb  sound   the  same.    C#  and 

Db  sound  the  same.  Which  other  tones  conform  to  this  pattern? 

#  and  b  are  called  accidentals. 

The  sign  []  is  called  natural  and  means  that  there  is  no  accidental 
affecting  the  tone.  The  signs  #,  b,  and  \  are  all  used  to  indicate  higher 
or  lower  tones  one  half  step  away.  In  a  composition,  Db  can  be  raised 
one  half  tone  by  the  natural  sign,  D  H .  C  can  be  raised  a  half  step  by 
the  sharp  sign,  C#.  E  can  be  lowered  a  half  tone  by  the  flat  sign,  Eb- 
G#  can  be  lowered  a  half  tone  by  the  natural  sign,  G  1| 
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Notice  in  the  listing  of  the  twelve  tones  that  there  are  no  accidentals 
between  B  and  C,  or  between  E  and  F.  From  B  to  C  and  from  E  to  F 
are  natural  half  steps. 


Drill 


Sound  B 
Sound  C 
Sound  A 
Sound  F 
Sound  E 
Sound  Ab 
Sound  G# 
Sound  Bb 

Sound  C# 


sing  an  octave  higher,  an  octave  lower, 
sing  an  octave  higher,  an  octave  lower, 
sing  a  half  step  higher.  What  tone  is  this  ? 
sing  a  half  step  lower.  What  tone  is  this  ? 
sing  an  octave  lower,  then  up  a  half  step, 
sing  two  half  steps  higher, 
sing  four  half  steps  higher.  What  tone  is  this  ? 
sing   an  octave  higher,*  then  two  half  steps 

down, 
sing  up  the  twelve  half  tones  to  C#,  then  back 

down  to  C#. 


Notation 

Tradition  in  all  art  depends  very  much  on  the  ability  to  represent 
art  compositions  in  permanent,  communicable  form.  In  music  we 
attempt  to  represent  composition  by  writing  notes  on  music  paper. 
We  now  use  a  system  of  notation  that  has  been  developed  over  many 
centuries.  Our  system  of  notation  is  based  on  the  structure  of  the  piano 
keyboard.  There  are  only  seven  white  notes  between  each  octave,  hence 
the  seven  letter  names.  The  five  tones  accounted  for  by  the  accidentals 
match  the  five  black  keys  in  the  octave.  The  two  natural  half  steps, 
E — F,  B — C,  are  not  separated  by  black  keys  on  the  keyboard.  Notation 
systems  are  always  in  the  process  of  change  in  the  pursuit  of  conveni- 
ence and  accuracy.  Musical  notation  may  look  quite  different  in  a  hun- 
dred years. 

Staff,  clefs,  and  notes 

The  fundamental  of  modern  notation  is  the  five-line  staff. 


The  staff  always  appears  with  a  clef  sign.  There  are  numerous  clefs, 
of  which  we  will  use  mainly  two.  One  is  called  the  G  clef  or  treble 
clef  and  is  represented  by  the  sign :      Q 
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The  other  is  called  the  F  Clef  or  Bass  Clef  and  is  represented 
by  the  sign: 


m 


There  are  other  clefs  in  use,  and  we  shall  work  with  them.  Two 
others  are  the  tenor  clef: 


and  the  alto  clef: 


I 


You  may  have  guessed  already  the  use  of  the  clefs.  Each  covers  a 
different  range  of  tones.  The  clef  names  represent  the  range  of  voice 
parts,  Treble,  Alto,  Tenor,  and  Bass.  Different  clef  signs  are  used  in 
vocal  music  to  avoid  the  use  of  added  lines  above  or  below  the  staff. 
Amongst  the  orchestral  instruments,  the  violin  uses  the  treble  clef, 
the  viola  uses  the  alto  clef,  the  cello  often  uses  the  tenor  clef  as  well 
as  the  bass  clef.  The  treble  and  bass  clefs  (G  and  F)  are  often  com- 
bined into  one  continuous  system  called  the  great  staff.  It  is  used  in 
compositions  for  the  piano. 


m 


The  twelve  tones  in  a  range  of  about  five  octaves  can  be  conveniently 
shown  on  the  great  staff.  Tones  are  represented  by  notes  on  the  staff 
placed  on  the  lines  or  in  the  spaces. 


I 


V 


IE 


1 


The  first  task  we  face  in  reading  notes  is  to  be  able  to  identify  the 
symbols  on  the  staff.  This  is  a  mechanical  process,  the  result  of  drill. 
As  you  work  with  music  more,  you  will  find  that  reading  becomes  a 
reflex,  though  now  you  will  have  to  give  it  considerable  thought. 
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These  are  the  notes  on  the  great  staff 


$ 


jCE 


ZEE 


ZEE 


-e- 


tt 


? 


j£*_ 


ZEE 


&- 


3X 


-O- 


IE 


XE 


F 


-e- 


C 


B 


G 


D 


JDr#7/ 


Make  yourself  seven  cards  each  having  a  different  note  written  on  it. 


i 


-0_ 


-»• 


(G) 


o 


Drill  yourself  with  these  cards  until  you  can  identify  the  notes  in  the 
proper  lines  and  spaces.  This  drill  will  allow  you  to  learn  the  position 
of  each  note  on  the  staff  irrespective  of  the  relationship  in  distance 
between  the  notes.  The  note  identification  drill  at  the  end  of  this  sec- 
tion will  increase  your  facility  in  reading  notes  in  compositions. 

Tonality 

Most  music  in  the  Western  tradition  is  tonal  music.  This  means  that 
compositions  are  written  in  keys.  It  will  be  one  of  our  important  under- 
takings to  hear,  understand,  and  use  the  concept  of  tonality. 

(The  teacher  will  play  the  following  examples.  After  each  the  stu- 
dents will  sing  the  tone  that  comes  first  to  mind.) 


±* 


m  a  i  j> 


m 


r  r   ir  r  r -w 


^^ 


Irish 


^^ 


W 


$b~*  JJ> 


^m 


I)  J)    I  J-     I)  a  a 
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Mexican 


|i  »   p^J  J.   J>  |„    |  J   J   |  p  [J  1  ppJH 


^^ 


Scotch 


wm 


•  r  ir  r 


331 


This  tone  is  the  "central"  tone.  It  is  called  the  key  tone. 

The  concept  of  key  center 

Tonal  music,  or  music  written  in  a  key,  is  music  that  bases  its  tone 
structure  on  the  dominance  of  one  central  tone  from  which  the  structure 
emanates  and  returns.  In  the  examples  above,  the  key  tone  of  the  first 
melody  is  Afc>.  You  would  object  if  after  the  first  melody  the  tone  B 
was  sounded.  In  both  the  second  and  the  third  melodies  the  key  tone 
is  F.  Each  of  the  twelve  tones  may  be  used  separately  as  a  tonal  center. 
Therefore,  we  say  of  a  composition:  "Nocturne  in  A"  or  "Scherzo 
in  Bb." 

The  extension  of  one  tone  through  the  major  triad  and  scales 

The  simplest  extension  of  a  tonal  center,  other  than  the  octave,  is 
the  triad.  A  triad  can  be  sounded  from  every  tone.  For  example, 


HE 


m 


ZEE 


i 


b_ 


* 


-©- 


■&- 


Sing  triads  from  C,  G,  Bb,  D,  E,  F#. 

With  the  triad  we  still  do  not  have  enough  material  for  a  musical 
composition,  because  in  the  triad  there  is  no  movement.  The  triad  can 
be  played  again  and  again  in  all  its  possibilities,  but  no  composition 
results.  The  most  we  get  is  a  series  of  calls,  similar  to  bugle  calls. 
These  may  be  more  or  less  pleasing,  but,  since  all  the  tones  of  the  triad 
blend  with  each  other,  there  is  no  climax,  no  heightened  or  lessened 
tension,  no  conflict,  and  therefore  no  composition.  The  fundamental 
principle  that  creates  movement  is  absent,  namely,  opposition  and 
resolution. 

The  scale  is  a  fundamental  pattern  that  creates  movement  through 
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the  triad.  There  are  many  scales.  A  scale  uses  all  or  selected  tones  from 
the  twelve  tones  in  a  continuous  and  generally  a  stepwise  pattern  as- 
cending and  descending. 

The  twelve-tone  scale  sounds: 


3£ 


Without  the  twelve-tone  scale  the  music  of  Wagner  would  be  difficult 
to  understand. 

The  whole-tone  scale  sounds: 


^.*ti«^' " 


Without  the  whole-tone  scale  the  music  of  Debussy  is  hardly  imagin- 
able. 

The  five-tone  scale  sounds: 


$ 


&     ■ 


Without  the  five-tone  scale  we  would  be  deprived  of  all  the  Irish  reels. 

The  major  scale 

The  scale  with  which  we  shall  begin  work  is  the  major  scale. 
It  sounds: 


# 


#     * 


m     t 


Sing  the  major  scales  from  A,  E,  F#,  B,  D,  Ah,  C#,  G. 

The  major  scale  uses  only  seven  of  the  twelve  tones.  The  distance 
between  each  of  the  tones  will  be  either  a  half  step  or  a  whole  step. 
The  major  scale  on  F:  F  major  triad: 

,      a      o    -n  -0—  6- 


ZEE 


ZEE 


fcg     g 


TF 


zee 


ZEE 


m      o 


ffi      ii      " 


3X 


m 


TT 


ZEE 


IOC 


12345678 
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The  1st  and  8th  tones  form  an  octave,  i.e.,  a  repetition.  The  distance 
between  the  3rd  and  4th  tones  is  a  half  step.  The  distance  between 
the  7th  and  8th  tones  is  a  half  step.  All  other  adjacent  tones  are  a 
whole  step  apart. 

The  major  scale  is  built  of  whole  steps  except  between  the  3rd  and 
4th  degrees  and  between  the  1th  and  Sth  degrees. 

The  C  major  scale: 


»  0 


O  *= 


-o- 


-o- 


-€►- 


W 


xe 


"       i 


XE 


XE 


XE 


XE 


12      3      4 

The  C  major  triad: 


8 


i 


XE 


-©- 


-O- 


m 


XE 


XX 


XE 


Each  degree  of  the  major  scale  has  a  different  note  name  so  that 
C  and  C#  cannot  be  in  the  same  scale.  Every  letter  name  must  be  in- 
cluded in  the  scale  and  each  tone  must  be  followed  by  a  tone  that 
uses  the  following  letter  name.  Thus,  the  E  major  scale  uses  the  letter 
names  in  order:  E,  F,  G,  A,  B,  C,  D,  E,  with  the  appropriate  accidentals. 


Drill 

From  B  to  C  is  a  half  step. 
From  B  to  C#  is  a  whole  step. 
From  Bb  to  C  is  a  whole  step. 

A  half  step  above 

F  is . 


Bb  is_ 
C#is_ 
D  is 


From  E  to  F  is 
From  E  to  F#  is_ 
From  Eb  to  F  is_ 

A  half  step  below 
C  is 
Db  is 
A  is  _ 

F#is_ 


.step, 
.step, 
.step. 
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A  half  step  above 
E  is 
G#  is 
A  is 

A  whole  step  above 
Ab  is 

A  half  step  b 
A  whole  step 

elow 

Eb  is 
A#  is 
Gb  is 

below 
Db  is 

G  is 

A#    is 

Bb  is  . 

F#is 

F#  is 

F  is 

Eb  is 

B  is 

A  is 

C  is 

E  is 

C#  is 

Construct  the  F#  major  scale. 

Notice  that  from  the  6th  degree,  D#,  there  must  be  a  whole  step  to 
the  7th  degree.  Will  the  7th  degree  be  F  or  E#? 
E#  sounds  the  same  as  F  \\  .  B#  sounds  the  same  as  C  \\ . 

Fb  sounds  the  same  as  E  tj  .  Cb  sounds  the  same  as  B  f]  . 

Construct  the  following  major  scales: 


nr 


m 


fe 


ax 
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Rhythm 

Teacher  plays  the  examples  on  page  25  .  Students  tap  the  heel  of 
the  foot  with  the  music. 

Rhythm  in  music  involves  the  manipulation  of  the  time  element 
to  aid  the  tonal  structure  in  the  expression  of  a  musical  idea.  It  is  a 
physical  sensation  of  beat  and  pulse. 

Beat,  metre 

Beat  is  the  measure  of  time.  You  have  experienced  this  when  you 
beat  with  the  music.  The  conductor  gives  his  beat  with  a  baton. 

Pulse  is  the  continuing  activity  within  the  spaces  marked  off  by 
the  beats.  It  is  the  sensation  of  one  beat  flowing  to  the  next,  and  may 
involve  the  use  of  many  or  few  tones.  The  feeling  of  pulse  is  not 
unrelated  to  the  sustained  quality  of  a  musical  tone. 

In  the  simplest  rhythmic  structures  the  beats  recur  regularly  in  the 
same  patterns  of  stress  and  rest.  When  you  tap  your  foot  to  music, 
some  beats  are  stronger  (harder),  some  are  weaker  (softer).  These 
are  called  accented  and  unaccented  beats. 

Metre  is  the  indication  of  a  regular  recurrence  of  a  beat  unit. 
Metre  of  two  is:  i    i  |    |  |    i  etc. 

Metre  of  three  is:  III        III        III  'etc 

Each  unit  of  two  or  three  beats  above  is  called  a  measure  and  is 
separated  by  bar  lines.  Within  this  outline  of  the  regular  beat  occur 
many  and  varying  rhythmic  figures.  These  are  arrived  at  by  breaking 
down  the  beats  into  smaller  units  or  combining  beats  into  larger  units. 
To  indicate  the  division  of  measures  we  accent  the  first  beat  of  each 
measure. 

Drill 

(A)  Teacher  sets  a  tempo  for  each  of  the  metres  of  two,  three,  four, 
and  five.  The  class  beats  each  with  the  heel  of  the  foot.  Keep  the  tempo 
steady ! 

(B)  Now  the  class  beats  only  the  first  beat  of  each  measure  within 
each  of  the  metres. 

(C)  Finally,  with  each  metre  separately,  the  teacher  claps  or  intones 
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improvised  rhythmic  figures.  The  class,  keeping  the  beat  with  the 
heel  of  the  foot,  repeats  each  figure. 

Beat  division  in  two  and  three  parts 

Each  beat  of  the  measure  is  divided  or  combined  in  even  and  uneven 
parts  to  create  rhythmic  figures.  The  basic  divisions  of  the  beat  are 
into  two  (2)  and  three  (3)  parts. 


*  Metre — 2 


I      I 


I    I 

2  part  division 

3  part  division  I  I  || 

Beat  the  metre  as  before,  first  on  each  beat,  then  only  on  the  first  beat 
of  each  measure.  Intone  the  following  beat  divisions  of  two  and  three 
using  the  syllable  "da"  at  a  comfortable  pitch. 


Drill 

2  metre 
A. 
B. 
C. 
D. 
E. 
F. 
G. 
H. 

I. 

J. 


Notation  of  rhythm 

The  length  of  tones  in  rhythmic  figures  is  indicated  by  the  heads, 
stems,  and  flags  on  the  notes. 

♦The  double  bar  line  is  a  traditional  sign  indicating  the  end. 

All  rhythmic  patterns  arise  from  further  subdividing  the  beat  or  combining  the  paxts 
in  patterns. 
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NOTES  RESTS 

o  whole  — - 

J  half  — 

J  quarter  £ 

J)  eighth  y 

f  sixteenth  f 

J  thirty-second  3 

Notice  that  the  notes  and  rests  have  no  absolute  value.  Their  value  is 
only  proportionate  one  to  the  other. 

These  note  units  are  combined  within  the  metre  given  at  the  begin- 
ning of  every  composition.  We  must  be  told  which  of  these  notes  is 
the  unit  of  measurement  for  each  beat.  Does  J  make  one  beat  ?  Does  J 
make  one  beat?  To  answer  the  question,  before  each  composition  there 

are  two  numbers  in  a  fraction,  e.g.,  \ .  The  numerator  indicates  the 
recurring  outline,  in  this  case  3  ( |  |  | )  ,  and  the  lower  number  indicates 
the  unit  of  measurement,  in  this  case  a  quarter  note  J .  In  the  metre 

\   no  measure  will  exceed  the  value  of  three  quarter  notes.  There  are 

three  beats  to  each  measure;  the  quarter  note  is  valued  at  one  beat. 

Let  us  see  now  how  the  division  of  beats  looks  with  the  note  figures. 

Metre  £     J  J  J  |J  J  J  U  J  J 

2  part  beat  J~3      J~3      J~3       I  J      J     J      J     J      3      |H     H      H 

Spartbeat  ^[}  ^}   ^}     \^}  ^}  ^}     \^J?   ^J}   ^J} 

Since  only  two  eighth  notes  J  J  equal  a  quarter  J  ,  we  place  a  3 
over  the  notes  to  show  a  three-part  division  of  the  beat.  The  3  indicates 
that  we  wish  the  three  eighth  notes  to  equal  in  value  one  quarter  note. 
This  is  called  a  triplet. 

Drill 

Write  out  the  drill  on  page  12  .  showing  the  beat  divisions  of  two 
and  three.  Use  standard  metre  sign  and  notes. 

?j     j      i j    j    i j    j     i j    j     i 
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a  J~j  rn  i 

B 

C 

D 

E 

F 

G 

H 

I 

J 

Bar  the  following  rhythmic  figures. 

I  j    j    in  j    /j^/j^j 

s6   J77T3  I  J>  J>  J'/SJ'iJJ)  J<J> 

I   j   j    !J(j(nnj  /t]j  j>r j 


Write  four  measures  in  each  of  the  following  metres  using  as  many 
different  note  and  rest  values  as  you  can. 


3 

8 

2 

8 


Drill:  note  identification 

Turn  to  any  page  with  melodies.  Beat  a  two  metre  with  the  heel  of 
the  foot.  On  each  beat  read  aloud  the  name  of  each  successive  note, 
beginning  with  the  first  melody.  Do  this  at  a  slow  and  even  tempo. 
Then  increase  the  speed.  Set  the  tempo  before  you  begin! 

Continuing  the  metrical  beat  read  aloud  the  first  note  in  each  measure. 

Finally,  still  with  the  metrical  beat,  read  aloud  the  first  and  last 
notes  on  each  line.  You  will  find  with  this  exercise  that  you  will  be 
looking  ahead,  that  is,  reading  one  note  while  you  look  at  the  next. 


Section  2. 


Notes  To  The  Teacher 

Section  2  covers  the  following: 

Rhythm 

Patterns  to  be  intoned 
Scales 

Signatures  of  major  keys 
The  slur    *- — v 

Scales  in  rhythmic  patterns 
Dictation 

Procedure  for  dictation 
The  movement  of  scale  degrees 
Dictation  practice 
Sight  singing  procedure 
Tempo  and  expression  markings 
Sight  singing:  melodies 
Practice  suggestions 

Class  work  in  Section  2  should  begin  with  the  note  identification 
drill  that  appears  as  the  last  drill  of  Section  1. 

Emphasis  should  be  placed  on  the  daily  practice  of  scale  drills. 

In  the  scale  exercises  in  rhythmic  patterns  we  suggest  that  the  teacher 
demonstrate  the  parts  marked  *.  Only  when  a  new  type  of  exercise  is 
first  used  will  demonstrations  be  called  for. 

The  sight  singing  melodies  will  include  some  elements  not  yet  ex- 
plained, e.g.,  simple  examples  of  the  use  of  the  dot.  The  teacher  will 
demonstrate  the  effect  of  the  dot  in  lengthening  the  note  value  of  a 
sustained  tone,  but  the  explanation  and  drills  will  come  in  the  next 
section. 
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Rhythm 

You  now  know  what  metre  is,  what  a  measure  is,  and  you  can  identify 
the  different  rest  and  note  values.  Your  control  over  rhythmic  elements 
will  come  by  practice. 

Patterns  to  be  intoned 

Each  lesson  will  contain  rhythmic  patterns  in  different  metres  to  be 
intoned.  Beat  the  metre  with  the  heel  of  the  foot.  Begin  by  beating 
each  beat  of  the  measure.  Then  beat  only  the  first  count  of  each  meas- 
ure. Intone  the  patterns  using  the  syllable  "da"  at  a  comfortable  pitch. 
Every  note  must  be  sounded  its  full  length;  every  rest  must  be  "un- 
sounded." 

Intone  the  following  rhythmic  patterns: 


n 


n 


2)  n 

3)    J 

n 

j 

n  n 

rmi 

jmj 

rn  n 

j      j 


10) 


J 

3  3 

m  m 
j      j 

n  rn 

3  S 

m  rn 
n  n 
rmm 
j>  >  j 
n  n 


j 
j 

n 
j 


j 
j 

j 


rn  n 

n  n 

n  * 

3 

m  n 
rmrm 


j 
j 

3 

rn  j 

j 

j 

j 

j 

j     * 


^3 


Transcribe  the  patterns  above  into*g  metre;  into  |   metre 


(i) 


J|  Jl  J)   J)    I  J 


II  a) 


J    J 


Visualize  (in  the  "mind's  eye")  the  scale  of  A  major  as  it  is  written 
on  paper.  Sound  A  on  the  piano;  sing  the  scale  naming  the  notes.  It  is 
not  necessary  to  say  the  accidental.  It  is  too  awkward  to  sing  the  words 
"C-sharp."  But  sing  the  correct  tone.  For  the  tones  A  and  Ab  you  will 
use  the  name  "A",  but  you  will  sing  Ab  a  half  tone  lower  than  A  t|  . 
How  many  accidentals  are  in  the  key  of  A  major?  Name  them  in  order 
as  they  appear  going  up  the  scale. 

Visualize  the  scale  of  Bb  major.  Sing  it.  What  are  the  accidentals? 
Do  the  same  for  the  major  scales  of  G,  E,  Ab,  D. 
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Signatures  of  major  keys 

We  say  of  each  key  that  it  has  its  own  signature.  The  signature  of 
a  key  includes  all  the  accidentals  used  in  the  scale.  Traditionally,  a 
tonal  composition  is  preceded  by  its  key  signature  to  inform  the  reader 
what  accidentals  are  used  regularly  throughout  the  composition. 

&4 


m 


means  that  the  composition  uses  F#  regularly.  The  key  is  G  major. 
F  major:  A  major: 


fcp§ 


^b7 


m 


The  signatures  of  the  major  scales  are  as  follows: 


c  -_ 


\    m  i 


c  P    iv    p  ^ 


tfi  m  if1'^?^ 


pi  Bi  i^i>  n» 


p  ei  if  fr^gg 


o 


y»«  r^ii^  ifr'ifr  B^ 


pig  ^ 
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SCALE 

ACCIDENTALS 

C 

G 

P« 

D 

F#C# 

A 

F#C#G# 

E 

F#C#G#D# 

B 

F#C#G#D#A# 

F» 

F#C#G#D#A#E# 

F 

B^ 

B^ 

B^ 

Eb 

B^A1, 

A^ 

B^E^A^D1, 

D^ 

Bt>EbAbDbGl,cl, 

Gb 

Knowledge  of  the  signatures  is  a  convenience.  Measured  in  time 
saved  you  will  consider  it  indispensable.  Memorize  the  signatures  the 
same  way  you  memorized  the  note  names.  Make  a  separate  card  for 
each  signature  and  drill. 

The  following  drill  should  be  used  as  a  daily  exercise  until  you 
can  perform  it  without  hesitation.  At  that  point  you  will  have  gained 
almost  all  it  has  to  offer  because  you  will  be  singing  it  automatically, 
without  thought.  It  will  then  be  relegated  to  the  store  of  knowledge 
that  can  be  used  with  minimum  effort. 

Drill 

Practice  the  following  scale  drill  in  all  major  keys  using  both  treble 
and  bass  clefs.  Write  them  in  your  notebook. 


i 


U 


& 


r  r  r   g  r^ 


? 


flV'ij  J  J  J  u  J  J  J  i  J  J  j 
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I  'I',  n  i  i  j  i  i  wmM 


i 


ite 


^ 


The  sign  -"^orv •  is  called  a  j/»f  or  phrase  mark.  It  indicates  that 

the  group  of  notes  outlined  by  the  sign  is  to  be  considered  a  separate 
group  from  the  preceding  and  following  groups.  Since  the  rhythm  must 
be  continuous  we  give  only  a  slight  accent  to  the  first  note  of  the  group. 
-<  or^  is  an  accent  mark. 

When- — or— ^ joins  successive  tones  of  the  same  pitch  it  is  a  tie 
and  means  that  the  time  value  of  the  sustained  tone  is  equal  to  the 
addition  of  the  values  of  all  the  tied  notes.  For  example:   J  J  J 
would  indicate  that  the  tone  is  held  for  five  beats  in  any  of  the  above 
metres. 

When  - — -includes  two  or  more  notes  of  a  song,  it  may  mean  that 
the  tones  are  sung  on  one  syllable. 


i    ■ 


I 


I 


Bl    I      \    I    p     p 

If         a 


sweet      heart      one 


^m 


ps 


I 


i*      # 


I 


I 


has 
MOZART 

etc. 


met  with      Who'll  be        faith    -  ful     till        the 


end, 


Also  practice  the  exercises  as  follows: 


.*■  s 


J   |J    J    J 


r  r  'r  r 


m  i  j   j 


>'*  m  r  P  r  W 
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etc. 


*=3 


^m 


-»- 


£ 


All  drills  moving  up  the  scale  must  also  be  practiced  going  downward. 


Scales  in  rhythmic  patterns 

Sing  the  following  scale  exercises  in  rhythmic  patterns.  Establish 
the  key  and  the  tempo.  Beat  two  measures  before  you  begin  to  sing. 
Keep  the  beat  strictly  and  sing  through  all  the  exercises  in  the  same 
key.  Then  begin  in  the  same  way  with  the  exercises  in  the  next  key. 
Sing  the  names  of  the  tones  and/or  the  syllable  "loo."  Try  beating 
only  the  first  beat  of  each  measure. 

2.  -TN 


4 


m 


m 


$ 


^ 


m 


M    I  g 


* — * 


3. 


m 


*         d 


mm  i^  i j 


ir  i  i  >  i^ 


6. 


m 


m 


^n^ 


* 


7. 


£ 


^ 


5 


1?  >   s>  > 


^m 


* 


m 


**=# 


[)>])> 


\r-nrn 


*  These  patterns  are  to  be  demonstrated  by  the  teacher. 
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m  '[_^n^- 


10.* 


^m 


wm 


^ 
^ 


^ 


^ 


5 


7  J'  1  J 


For  the  student: 

(3)  measure  1 J  J  J  jFour  tones  in  one  beat.  Each  note  is 


(5)  measure  1.  J   >    |  The  second  beat  is  a rest. 

(7)  measure  l.KyJujOnly  the  first  half  of  the  beat  is  sounded. 

is  a rest. 

(8)  measure  3.       The  second  beat  is  divided  in  two.  The 

note. 


j539  J  Si       nrst  na^  consists  of  a. 


The  second  half  consists  of  two 

notes.  Write  this  measure 

in   ^  metre. 

(10)  measure  1.  The    second    beat   is   divided    in   two. 

J    7  JH         Only    the   last   part   of    the   beat 

sounds.  The  second  beat  consists 

of  a _rest  and  a note. 

Dictation 

These  scale  patterns  will  now  be  dictated  in  the  keys  of  G  major 
and  Eb  major.  What  are  the  signatures  ? 

Procedure  for  dictation 

(1)  The  key  tone  and  scale  will  be  played. 

(2)  The  melody  or  scale  pattern  will  be  played  twice. 

(3)  Think  through  the  melody  or  scale  pattern  once. 

(4)  It  will  be  played  once  more. 

(5)  Think  through  the  melody  five  or  six  or  more  times  in  the 
original  tempo  until  it  is  so  well  memorized  that  you  can  think  it 
through  at  a  much  slower  tempo. 

(6)  Re-establish  the  key  tone  and  scale  in  your  mind. 

(7)  Write  the  dictated  melody  or  scale  pattern. 

Postpone  the  writing  of  the  dictation  until  you  have  completely  mem- 

*  These  patterns  are  to  be  demonstrated  by  the  teacher. 
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orized  it.  The  slower  you  approach  the  paper,  the  faster  you  will  write 
the  correct  dictation.  Memorize  and  then  "slow  down"  the  melody. 

The  Movement  of  Scale  Degrees 

We  spoke  of  the  scale  as  the  simplest  structure  creating  movement 
through  the  triad.  Each  tone  of  the  scale  has  a  different  function  in 
this  movement.  The  key  tone  is  at  once  the  source  of  movement  and 
the  end  to  which  it  returns.  The  key  tone  is  also  called  the  tonic.  The 
tonic  is  the  most  stable  note  of  the  key.  It  defines  the  key.  In  the 
sound  of  the  tonic  there  is  no  necessity  for  further  action.  The  keynote 
is  a  sound  of  rest  or  stability. 

The  tones  of  stability  in  the  scale  are  the  1st,  3rd,  5th,  and  octave; 
these  comprise  the  tonic  triad,  sometimes  called  the  I  chord. 

Sing  or  play  the  scale  ascending  up  to  the  7th  degree.  Are  you 
content  to  end  there  ?  or  do  you  feel  that  the  octave,  the  key  tone  must 
follow?  The  7th  degree  of  the  scale  is  called  the  leading  tone;  it  re- 
solves to  the  tonic.  There  is  a  real  tension  in  the  sound  of  the  7th 
degree  of  the  major  scale.  The  resolution  to  the  tonic  is  inevitable 
and  completes  the  movement  of  the  leading  tone. 

The  other  tones,  the  2d,  4th,  6th  degrees,  of  the  scale  tend  to 
move  to  the  rest  tones.  The  more  active  tones  create  motion  in  music 
by  their  inherent  need  to  proceed  to  rest  tones.  They  are  never  "re- 
quired" to  resolve  in  a  particular  way,  though  the  nearest  resolutions 
are  the  adjacent  tones. 

Our  task  is  to  get  the  "feel"  of  each  major  scale  degree  by  relating 
each  active  tone  to  a  rest  tone.  The  tonic,  the  leading  tone,  the  2d 
degree,  and  so  forth — each  arouses  a  different  physical  sensation.  It 
will  be  necessary  to  "feel"  the  sensations  of  each  tone  many  times 
before  you  will  develop  an  immediate  response  to  each  of  the  scale 
degrees.  If  we  succeed  with  the  major  scale  degrees,  all  the  other  scales 
will  be  easier. 

The  first  step  is  to  think  everything  before  you  sing.  Do  as  little 
mechanically  as  possible.  In  other  words,  learn  everything  consciously 
so  that  you  can  recall  it  and  work  with  it. 

The  next  steps  will  be  sight  singing,  dictation,  and  practice.  The 
most  important  principle  for  your  work  is:  Use  what  you  already  know 
to  solve  new  problems. 


SECTION    2  23 


Dictation  practice 

The  teacher  will  play  C.  Think  silently  the  C  major  scale  up  and 
down  an  octave.  Now  write  the  notes  that  the  teacher  plays.  Measure 
each  tone  from  C  through  the  major  scale. 


^"^n  o  Q 


ii  —  0  ti    


11  Q         t»        "**" 


33: 


Now  in  the  key  of  Eb  major.  What  is  the  signature 


>>\o"       "°°      "Q^'IM"       ^~ 


k  vi  -  °  o  ==     =  q  ii 


i  Q»     €> 


-©- 


Now  in  the  key  of  B  major.  What  is  the  signature? 


ss^ 


»       o  o  " 


Correct  your  dictation  by  writing  in  the  correct  notes  over  the  ones 
you  have  already  written.  Don't  change  your  first  markings.  You  will 
be  able  to  see  where  your  difficulties  lie  and  you  will  be  able  to  guide 
yourself  in  your  home  drill. 

Sight  Singing  Procedure 

( 1 )  Look  through  the  melody. 

(2)  Find  the  key  and  the  metre. 

(3)  Establish  the  tonic  pitch.  If  you  don't  have  a  piano,  use  any  com- 
fortable pitch,  but  think  the  correct  key. 

(4)  Sing  the  scale. 

(5)  Establish  a  slow  even  tempo.  Beat  at  least  two  measures  before 
you  sing.  The  tempo  should  be  slow  enough  for  you  to  sing  through 
the  melody  without  stopping  the  beat.  You  must  look  ahead.  A  slow 
tempo  will  allow  you  to  do  this. 

(6)  Now,  sing  through  the  melody  from  beginning  to  end. 

Circle  the  difficult  places;  these  are  your  practice  points.  If  there 
are  skips  or  leaps,  that  is,  movements  from  one  tone  to  another  two 
or  more  steps  away,  sing  through  the  scale  in  between. 


24 


ELEMENTARY   MUSICIANSHIP 


Example: 


S 


m 


f  *  j  j" 


Establish  a  very  slow  tempo  so  that  without  changing  the  tempo  you 
can  perform  this  measure  as  follows: 


E 


P 


P 


The  tones  without  stems  fill  in  the  scale  passages  within  the  skips. 
Sing  these  sotto  voce  (in  an  undertone,  subdued)  in  contrast  to  the 
original  melody,  which  is  sung  in  full  voice.  The  major  scale  is  your 
working  tool. 

Where  there  are  difficult  skips  that  need  more  work,  label  above 
each  note  the  scale  degree  it  represents. 


3     6 


#m 


If  you  learn  the  sound  of  the  leap  from  the  3rd  to  the  6th  degree 
your  vocabulary  will  have  been  increased  by  one  important  tone  com- 
bination. This  vocabulary  should  increase  by  approximately  thirty  new 
combinations  a  week. 

Tempo  and  Expression  Markings 

Often  the  composer  gives  us  not  only  the  tones  and  the  rhythm  but 
also  written  indications  of  the  results  he  desires  to  accomplish.  These 
written  directions  occur  throughout  the  composition,  and  are  called 
markings. 

At  the  beginning  of  a  composition  the  composer  may  indicate  whether 
the  ensuing  work  is  to  be  done  slowly,  or  slowly  but  not  too  slowly,  or 
fast,  and  so  forth.  Or  the  composer  may  dictate  the  general  mood  of 
the  composition.  The  expressions  that  are  used  are  traditional.  You 
will  have  to  acquaint  yourself  with  them  through  a  dictionary  of  musical 
terms.  Sometimes  the  composer's  instructions  are  so  exact  as  to  give 
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a  metronome  number  indicating  the  precise  number  of  beats  per  minute. 
J.  z  80  means  that  the  proportion  of  eighty  quarter  notes  per  minute 
is  the  exact  tempo. 

Within  the  composition  there  may  be  further  directions.  For  example, 
P- means  piano,  soft;  /  means  forte,  loud;  -*■■  ~Z  indicates  an 
increase  in  volume,  and  so  on. 

Tempo  and  expression  markings  will  help  you  to  grasp  the  com- 
poser's conceptions.  Whenever  you  meet  an  unfamiliar  term,  look  it 
up  in  a  dictionary  of  musical  terms. 


Sight  Singing — Melodies 


Hungarian  Song 


*  SlT*  ' J] J  vJjiJ 


/jJ'jJjJii 


*===*=* 


■      m 


¥=¥=+ 


m 


^^ 


ULIU 


$ 


E 


PRAETORIUS 


I 


P§^ 


^m 


#— 0 


P 


y  s «  ■  j 


rrf  i^  f  r=H^=# 


PRAETORIUS 


y^«  - 


££3 


PRAETORIUS 


P 


ffn'ii  j  i 


3=£ 


JDC 


£ 


XE 


O  P 


*!= 


PRAETORIUS 


q        rj  —  p         rj      ~~rr 


# 


£ 


3E 


JX- 


SI 


£ 


PRAETORIUS 


£=£ 


X3I 


HZ 
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*  Lento  ma  non  troppo 


E 


p  r  r  if  p j'  a  ^p 


— ^ 


MONTEVERDE 


p  p  i  f  r  p J'  i  £#p=£ 


p 


in 


^   &*  -* 


P=P 


p=£ 


V 


PRAETORIUS 


ry       r^ 


2  I     O 


-«- 


3j: 


P 


s  t  r  7 


9        m        0        F 


g    ±  r> 


s 


BARTOK1 


1    r  r  if  r 


r*- 


3X 


^ 


=    J    I   J    I 
1  a  J  a  J 


PS 


■         ■         ■  ■ 


■    g     ■     =1 


#^* 


V 


i  i  j"  j  n  j  j  i  j  j  i  j  i  i  j  j  n  i 


BARTOK 


i 


fcYu  J 


Se^ 


i 


BACH 


i 


r "  "  r 


i  *  *   '  a    3 


&S  cjrncfcfr  T  r  tf  irrcr^ir  r  ' 


|i  j  j  J  J  i  gj  g  j  j  i  pN 


i 


■«- 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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■TvirpPitfr  irppiCTr  ^ 


# — #■ 


MOZART 

*-r# 


m^ 


Practice  Suggestions 

The  following  procedure  has  been  found  to  be  most  productive  in 
learning  new  sound  combinations. 

Write  and  work  with  two  major  scales  each  day,  so  that  all  twelve 
major  scales  are  covered  each  week. 


I 


k 


& 


-e- 


-e- 


=♦=**= 


and 


S! 


XE 


»      »> 


331 


•      o 


Establish  the  key  and  sing  the  scale.  Then,  in  a  slow  tempo,  beginning 
with  the  tonic  (later  on  with  any  tone)  sing  up  and  down  in  scales 
and  leaps  concentrating  on  problems  taken  from  the  sight  singing 
melodies.  These  exercises  cannot  be  given  to  you;  they  can  result  only 
from  your  own  creative  practice.  At  least  ten  minutes  each  day  should 
be  used  in  this  way.  The  beginning  of  this  type  of  exercise  might  one 
day  "look"  as  follows. 


si 


■     o    •    t 


1. 


XE 


n    9 


XE 


i    o 


»    » 


p    j 


XE 


XE 


XE 


gg 


12. 


o    •     g 


a    o 


•    o 


XE 


XE 


XE 


XE 


XE 


XE 


XE 


XE 


Notice  that  we  approach  all  problems  ascending  and  descending.  The 
skip 


zm 


^ 


XE 


must  be 
learned 


ai 


XE 


as  well 


ai 


XE 


must  be    gg  g=g 

learned     ■/     ,f- 


as  well 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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Notes  To  The  Teacher 

Section  3  covers  the  following: 

Rhythm 

The  function  of  the  dot 

Patterns  to  be  intoned 

The  up-beat 

Scale  patterns 
Practice 

Principal  and  dependent  tones 
Passing  tones 
Neighboring  tones 
Sight  singing:  melodies 

The  identification  of  principal,  dependent,  passing,  and  neighboring 
tones  is  an  elementary  step  in  the  analysis  of  musical  motion.  Analysis 
will  be  continued  and  intensified  until  the  end  of  the  year's  work. 

Rhythm 

There  are  two  ways  of  extending  the  rhythmic  value  of  a  sustained 
tone ;  by  the  use  of  a  tie  (   - — -  )  or  a  dot. 

The  tie  connecting  adjacent  tones  of  the  same  pitch  sustains  the 
rhythmic  value  of  the  tone  by  the  value  of  all  the  tied  notes.  For  ex- 
ample, in  1  metre  the  pattern  4^_f  indicates  a  sustained  tone  of  three 
beats;  J  J    indicates  six  beats;   J   J  J    indicates  four  beats. 


The  junction  of  the  dot 

The  dot  lengthens  a  tone  by  one  half  (V2)  its  own  value. 
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In  4  metre 


«=2  beats 

JJ=  3  beats 

J-  =  3  beats 

The  dot  lengthens    J  by  the  value  of  J 
can  be  written 

J.  j> 

The  dot  lengthens    J   by  the  value  of   J^ 


A  dot  may  accompany  a  rest  as  well  as  a  note. 
Intone  the  following  patterns: 


4  (1 

(2 
(3 
(4 
(5 
(6 
(7 
(8 

I    (9 

(10 

(11 

(12 

|  (13 

(14 


(15 
(16 


j     smrm 


rmrm 
j 


j     j 


m  m 

j. 
j 


n  >  ^  m 
m  m  j 
j     n  j 

j     >  j)  j 

j     o. 

jrnm.|jr3 
\n  mn  u> 
ij>.     a  i j>. 


j. 
j 


n 


m  J>  r  | 

J)    >    y  J)    I 

jmn  i 

;  j)  j) 

JfHJ>.      1 
J>    -T3  J>  '  |J> 


r 


j)  j)  j 

j>  j 
*•      j) 

rhn  m  i 

n  rnu     « 

*  u  « 
n  u  i 
n  fm  |j. 

i  J)     |J. 
"1   |J1> 


n  mniij. 

n  /~h  mu. 

rni 

n  ' 

n 

j. 


>  j>  m  u 
n  rm \i 

j>  j     i  j. 


j)jnu. 


j  j 


Transcribe   to 


Transcribe  to 


Transcribe  to 


1  IJ3HJ 


J73/h/ft  I  J.      | 

T/>£  up-beat 

Not  all  melodies  begin  on  the  first  beat  of  the  first  measure,  the 
traditional  down-beat  of  the  conductor's  baton.  Many  melodies  begin 
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with  incomplete  measures,  one  or  two  beats  before  the  first  complete 
measure.  This  is  called  anacrusis  or  tip-beat.  It  gives  a  sense  of  rhythmic 
anticipation,  setting  up  a  rhythmic  and  often  a  tonal  conflict  that  drives 
the  musical  momentum  from  the  start. 

Such  a  melody  is  "Hallelujah,  Bum  Again." 

MA 


m  jiJJJiJ  r'rrr  I  ;f 


m     m     a. 


fefc 


O       why  don't  I    work  like 


n=m 


w=m 


r  » r  r  r  '  r  = 


PP 


B! 


*J 


ppif  ppit  r  pppN  ^  (ipi.r  r  r^ 


Notice  the  last  measure  of  the  melody.  It  is  also  incomplete  with  only 
a  J  .  Both  the  incomplete  measures  at  the  beginning  and  end  of  a 
composition  using  the  up-beat  must  total  one  complete  measure.  Thus, 
in  the  melody  above,  the   J       at  the  beginning  and  the  J        at  the 

end  complete  three  full  beats  in  4  metre. 

Do  you  get  the  sense  of  anticipation  in  singing  from  the  up-beat 
to  the  first  beat  of  the  measure?  The  strong  tonal  value  of  the  A  (in 
A  major)  plus  its  position  as  the  strong  beat  of  the  first  measure  sup- 
ports the  feeling  that  E  (up-beat)  is  introductory.  The  words  of  the 
song  lend  further  support.  Often  in  performing  this  song  the  up-beat 
is  sustained  to  intensify  the  anticipation  before  beginning  the  rollicking 
rhythm. 

Sing  the  following  scale  patterns: 


m  i  j  m 


m 


mw 


4  '  * 


yy'Tjr  p  \n  J-  P^^lP 


,     O' 


6. 


6. 


m  1  p  uj  1  j-  j>j  1  j  j,tJrpppg! 
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■'Mj'jjfl"  p 


i  J>  I  Ji  J  j 


10. 


I 


J>.  j?  J) 


p^ 


^ 


♦^ — # 


These  will  now  be  dictated  in  the  keys  of  C  major  and  A  major. 


Practice 

In  Section  2  you  were  given  exercises  to  sing  using    \,  \>  and    * 
metres  in  continuous  scale  patterns  ascending  and  descending.   These 
must  be  continued  every  day  in  all  keys.  In  the  next  section  this  exercise 
will  be  extended. 

Also  continue  to  work  on  new  tone  combinations  in  attempting  to 
increase  your  vocabulary  of  sound,  and  to  get  the  "feel"  of  each  scale 
degree.  Try  the  following  pattern. 


m 


-e- 


-©- 


-e- 


-o- 


-»- 


-o- 


-^- 


-e- 


U 


m 


3X 


-O- 


-©- 


-e- 


-^~ 


-e- 


-^~ 


-e- 


Principal  and  Dependent  Tones 

We  defined  the  art  of  music  as  the  movement  of  sound  in  time.  You 
have  already  manipulated  elements  of  this  movement. 

In  speaking  of  the  major  scale  we  said  it  moved  from  one  tone  to 

the  octave  above  or  below.  And  within  the  major  scale  each  tone  serves 

a  function  in -the  movement.  There  are  the  more  active  tones,  the  2d, 

4th,  6th,  and  7th  degrees  and  the  more  stable  tones,  the  1st,  3rd,  5th, 

and  octave.  The  most  important  tone  is  the  tonic.  It  generates  the 

scale  which  moves  stepwise  from  one  tone  of  the  triad  to  the  next 

until  the  octave  is  complete.  We  call  the  1st,  3rd,  and  5th  tones 
(tonic  triad)  principal  tones. 


I 


% 


TT 


XE 


ZEE 
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The  2d,  4th,  6th,  and  7th  degrees  connect  these  tones.  They  are  called 
dependent  tones. 


P       u      .      »       * 


XE 


_g o 


Dependent  tones  connect  or  move  between  principal  tones.  The  de- 
pendent tones  are  carriers  of  the  movement  to  the  more  stable  points 
which  outline  the  movement. 

There  are  principal  (P)  and  dependent  (D)  tones  in  melodies  also. 
Since  a  melody  is  not  a  predictable  pattern  like  the  scale,  we  distinguish 
between  principal  and  dependent  elements  by  listening  for  the  relative 
activity  or  stability.  A  composition  moves  from  one  point  of  rest  to 
another.  And  in  between  are  the  carriers  of  the  motion,  the  active  de- 
pendent tones. 

Passing  Tones 

Dependent  tones  may  be  passing  tones.  The  2d,  4th,  6th,  and  7th 
degrees  of  the  scales  are  passing  tones,  that  is,  the  scale  movement 
goes  through  the  passing  tones  to  the  tones  of  the  triad.  In  the  melody, 
'Three  Blind  Mice": 


M I  J  J 


P    PT     P 


P     PT     P 


g — w 


G  is  a  principal  tone. 
F  is  a  passing  tone. 
Eb  is  a  principal  tone. 
G  passes  through  F  to  Eb. 

A  passing  tone  is  necessarily  part  of  a  group  of  at  least  three  tones, 
each  a  step  from  the  next.  Passing  tones  can  never  be  leaps,  since  in 
leaps  we  outline  a  space  but  do  not  connect  or  pass  through  a  space. 

BACH 


From  D  to  G  is  a  leap  of  a  fifth. 


-0 0- 


From  G  stepwise  back  to  D 


$ 
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G  is  a  principal  tone.  D  is  a  principal  tone.  ABC  are  passing  tones 
moving  from  G  to  D. 

On  pages  33-36,  label    the  passing  tones  "PT"  and  the  principal 
tones  "P." 


Neighboring  Tones 

Now  look  at  the  following  figure. 


^^ 


Both  the  first  and  the  second  E  are  principal  tones.  What  is  D  ?  It  does 
not  move  away  from  the  E  to  another  tone.  No  motion  goes  through  it. 
The  melody  moves  back  to  E.  D  is  called  a  neighboring  tone.  A  tone 
may  be  accompanied  by  a  neighbor  above  or  below — upper  neighbor- 
ing tones  and  lower  neighboring  tones. 


^^2 


as  well 
as 


pi 


Label  all  the  neighboring  tones  "N"  in  the  melodies  on  pages  33-36. 

Now  we  can  identify  the  principal  tones  (P),  the  passing  tones 
(PT),  and  the  neighboring  tones  (N).  There  will  be  other  dependent 
tones  that  are  neither  passing  tones  nor  neighbors.  Label  these  depen- 
dent tones  "D." 

Sight  Singing  —  Melodies 


Pm  -' 


J  If  J  f.  J 


$ 


J   if  J  r  J 


m  r  i  r  g 


m 


_£*_ 


ffl 


*== 


-j9- 


^ 
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m 


1 1  j  r-1 


^ 


» 


gj j  |  >  5  >f  e  p  g  I  >  i'>  J) i  J'  >  | J  J T^~fJ  1  f  I 


MOZART 


Slowly 


BRAHMS 


\  u    -    I     I    l^f 


J^J  J>J> 


f 


f 


f 


£ 


1 


pp? 


m 


it* 


j  j  I  j  i  r,i  ^^ 


^ 


r  r  i  r  r  r 


? 


BARTOK 


m 


m* 


3^ 


^ 


PP? 


-^~ 


-e- 


y%*ji   i 


# 


=£=£ 


BACH 


a  i  p  i  i  1  p  i  p  r  i  g  i  p  i  g  i  r  i 


a  p  I  p  I  p  i  p  r  p  i  j  |p 


MOZART 


Wu  i  r 


gip^ 


^ 


U.S. 


s 


^  r  cj  ir  p  p  p  p  ip  i  pi^r-Lf 


BRAHMS 


^'iV  it  jjjjp  f  if  g  ^ 


J  r  |J  r  Ip  J  ^ 


^  P"  nr 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York 
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V 


rvirrr+ff-f 'r'rirrr'r^P 


*=f 


yttJ  f 


l5^- 


BARTOK 


"V f  r  r  i  r  r  r 


rrr  if" 


<s^- 


Jbt 


£f=^ 


^^ 


P¥^ 


a      ■ 


*— g 


^■'r-^irrn  irn  nUJi.i  J^  i  C 


MOZART 


$?i  p  p  p  iffjao;  p  p  i^ippp  rtypippp  p 


BACH 


y^c/i^K  r  f-'-£;Gjiri^ri 


i 


** 


|^tJ  irr  iJJ 


■  ■ 


m  fe  .ijj 


i  i  r  p 


P 


P^P 


i 


English  Carol 


Mc 


^^ 


rrNrrr'j-J^ 


s 


zzn 


y,»rflf  Cff  § 


# A 


g£jg 


P 


^ 


c^^i^i^irci^ 


U.S. 


Con  spirito 


^ 


fefc 


P? 


f 


P 


m      m      m. 


m     I    ■ 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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p  mm  mr  i  r  t  j'r  nJ-  r  ^ 


r  r  i  r r  r r  i^i 


& 


pp^? 


^.  « 


England 


P 


P 


ZZ5ZZZZZ2 


^ 


■    ■    gzzai     la. 
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Notes  To  The  Teacher 

Section  4  covers  the  following: 

Rhythm 

Six,  nine,  twelve  metres ;  the  dotted  quarter  as  the  unit  beat 

Patterns  to  be  intoned 

Scales  in  rhythmic  patterns 
Minor  scales 

Minor  signatures 
Signatures 
Sight  singing 

Melodies 
Dictation 
Practice 

Though  the  student  is  not  yet  completely  at  ease  with  the  major 
scale,  we  begin  now  with  the  minor  scales,  primarily  because  the  student 
will  be  hearing  minor  as  well  as  major  music  in  his  listening.  We  also 
find  that,  if  the  treatment  of  the  minor  scale  is  postponed  until  the 
major  is  completely  learned,  the  change  is  needlessly  difficult  for  the 
student. 

In  this  section  we  introduce  a  type  of  scansion  for  each  melody,  in 
labeling  scale  passages,  neighboring  and  passing  tones.  The  result  of 
this  procedure  is  that  the  student  sees  structural  groups  within  the 
melody  rather  than  single  tones. 

Also  introduced  in  this  section  is  dictation  of  four-note  groups  from 
major  scales,  e.g., 


# 


€►- 


i»  O         " 
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the  3rd,  4th,  5th,  and  6th  degrees  in  C  major.  Any  group  like  this  can 
be  identified  with  either  of  two  scales.  At  this  point  the  student  need 
identify  only  the  scale  degrees  of  one  possibility.  The  student  continues 
the  scale  pattern  until  he  reaches  the  tonic,  and  figures  out  the  number 
of  the  scale  degrees  from  the  tonic. 

Rhythm 

You  have  worked  thus  far  with  metres  of  two  and  three.  Within  these 
metrical  units  various  combinations  of  rhythmic  elements  have  been 
used,  all  based  on  the  beat  division  of  two  or  three  parts. 

The  metres  of  two  and  three  are  the  fundamentals  of  all  metrical 
units.  They  are  called  simple  metres.  When  we  go  above  three  to  the 
metres  of  four,  five,  six,  eight,  and  so  on,  we  deal  with  compound 
metres.  A  compound  metre  results  from  combining  simple  metres. 
Thus,  four  is  the  resultant  of  two  plus  two;  five  of  two  plus  three  or 
three  plus  two,  and  so  forth. 

Six,   nine,   twelve  metres;   the  dotted  quarter  as   the  unit   beat 

In  the  exercises  thus  far  the  normal  beat  division  has  been  in  two 
parts ;  J  =  J"3  Whenever  the  division  of  three  was  used  the  triplet  sign 
was  marked  above  the  notes.  Certain  metres  use  the  three-part  beat 
division  regularly,  as  the  normal  division.  These  metres  are  six,  nine, 
twelve. 

The  six  metre  is  a  compound  of  two.  Each  beat  has  three  parts.  In  g 
for  example,  the  unit  of  measurement  is 

J  •  which  equals   J    J    J 

§    J        J. 

m  m 

The  measure  is  performed  as  a  two  metre,  with  two  beats.  The  result 
of  an  equal  three-part  division  of  the  beat  makes  for  six  eighth  notes. 

Nine  metre  is  considered  to  be  a  compound  three.  In    j?    each  J. 
is  one  beat. 

m  m  m 
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Twelve  metre  is  considered  to  be  a  compound  four. 

§     J.  J.  J.  J. 

m  m  m  m 

You  see  that  each  beat  is  represented  by    J-      ,  and  there  is  no  need 
for  the  triplet  sign  since    JJ3    equals      J.    .  On  the  other  hand  if  we 
use  two    J>   to  J.    it  must  be  marked     n     ,  and  similarly  with  four 
J353     These  are  called  duolet  and  quartolet. 
Intone  the  following  rhythmic  patterns: 


(2 
(3 
(4 
(5 
(6 
(7 
(8 

(9 

(10 

(11 

(12 

(13 

(14 
(15 
(16 
(17 
(18 
(19 


j '  j  j  j  m  j  "  *  j  i  n  >  j>  j   j    i  .n  j  j    ii 

J73  m/in  I J71-TT3J  J   immJin  I  it]  J  J    I 

j.   j)  j  j  i  n  >  j>  j    ij.jorh.iyi 
rhu  ji  rm  i  J-  jj  rh  i  j  n  otot  i  j. 
jjj,  j  j  j  innj  j  u  j  nrii'u. 
rmnnj  nmnj  minnj  jmu. 
rT^rr^j  jnir^nnj   ^immj  rh 
n.  n  j  j  i  /3.  j^.  *  jto  i  j.  j>  j  rm  i .  « 

m  jt3  i  j  J1  j  j>  i  rn  m  i  j.  it*.**.  to 

jm  jtj  ijnni  in]  m  r  J-  n 

j)  i m -rnrn  i rn  mm  \ mm  \u 
)unri  imj  jumri  u<j  « 
j)  i j  j)  JT3  m  j  j>/m  i  j,  j>nnn  u^j 


Transcribe   to 


J).     J)  J>        |     JJ    JJJ    J      |     J)      ^       >J>|J. 

if  if  if  i j  j  j  j j  i if  if  if  i  j 
j^  j>  -n  i  -n  j>  j™a  i  j>.  3  j>  i  j>  j 

J)j>J)j>iJ>j,j>iJs^jmj. 
nun  i j> -j>  j>  i  nnn  \i 

nnn  \n  i  i  innhi 


Transcribe   to 


*  The  figure 


xi 


has  been  presented  in  previous  work.  This  is  the  first  time  it  is  given 


on  one  beat;  before  it  included  two  beats  in   |  metre.  No  matter  what  the  metre,  the  pattern 
will  sound  the  same.  Because  students  are  sometimes  inaccurate  in  performing     j-g 
one  beat  we  shall  explain  it  here. 


on 


J    J 
J    = 


I  J    J 

rm 


The  pattern      JTj        sounds  the  first  and  the  last  tones  of       J333       .  The  pattern  may 
be  varied  and  appear       j-t-j      ,  that  is,  the  eighth  note  is  not  sustained  by  a  dot      K      . 
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Sing  the  following  scale  patterns. 


1. 


k£ 


m  ^n 


^f^ 


^P 


m 


^ 


gUt  ejy  >J  JJ"3JT3r  T  cr/^ r 


ta= 


a 


rjr  rjjr  iJmi  «v!¥Mii.j.irjjp 


7. 


£« 


SHE 


PP 


m 


3 


^ 


« ■d 


*=* 


9. 


^g 


p£ 


3^ 


^ 


10. 


si 


MCJf  'nifJBj 


These  will  now  be  dictated  in  Eb  and  A  major. 

Minor  Scales 

In  our  discussion  of  tonality  in  Section  1  we  mentioned  many  scales, 
of  which  the  major  was  one.  We  now  proceed  to  the  minor  scale,  which, 
with  the  major  scale  gives  us  a  grasp  of  the  tonalities  most  used  in 
Western  music  of  the  seventeenth,  eighteenth,  and  nineteenth  centuries. 

The  minor  scale  sounds: 


=fri=£ 


ZEE 


9      bo         »      =^ 


Sing  the  minor  scales  from  C,  F,  Bb,  D,  F#. 

The  minor  scale,  like  the  major,  is  a  seven-tone  scale.  There  are  half 
steps  between  the  2d  and  3rd  degrees  and  between  the  5th  and  6th 
degrees. 


The  third      J\     of  the        JJ33      is  omitted.  The  usual  difficulty  with  the  performance  of 
JT3  is  the  tendency  to  perform  it  J)3  J\      ,  as  a  triplet  figure.  One  way  to 

overcome  this  inaccuracy   is   to   think   the   pattern   thus:     J^J}  Jv.  JJ.  Jj.  that   is, 

think  of      J\         as  belonging  to  the  following  note.  In  |    the  figure        FJ     is  parallel 
with        ri  in  |t 
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G  minor  scale: 


G  minor  triad: 


-©- 


m      1>0         u  '    —   * 


Vw— + 


XL. 


JQ_ 


-©- 


> 


-O- 


Identify  the  following  triads  as  major  or  minor.  Think  each  one 
through  before  writing. 


xe 


* 


o- 


-©- 


XE 


33: 


xe 


-©- 


* 


«- 


-©- 


_Q_ 


xe 


m 


xe 


j.  -"i1'1'-1" 


-e- 


in- 


XE 


XE 


XE 


XL. 


-«- 


-O- 


-O- 


F  minor  scale: 


F  minor  triad: 


S 


TT 


i-i   !»«     S  "3 


j^^ 


-©- 


^ 


-»- 


g=  " 


XE 


Notice  the  position  of  the  half  steps. 
Write  the  following  minor  scales: 


$ 


TT 


TJ" 


4==^ 


ftl*        . 


XE 


3BE 
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Minor  signatures 


$ 


m 


m 


# 


s 


3P 


ss 


» 


s 


*4 


si 


fc* 


Sffi 


5 


Jb± 


i       ■  y  *  ii»      iMkt.     iyg^ 


li      ii  g§i 


!fat 


« 


^& 


w 


PI 


ss 


ALE 

ACCIDENTALS 

A 

E 

F* 

B 

F#C* 

F* 

F*C#G# 

C# 

F#C#G#D# 

G« 

F#C*G#D#A# 

D* 

F*C#G*D#A#E* 

D 

Bb 

G 

B^E1, 

C 

BkEbAb 

F 

B^E^A^D1, 

Bb 

B^A^G1, 
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The  minor  scales  we  have  explained  are  called  the  natural  minor 
scales  and  govern  the  signatures  of  the  minor  keys.  Actually,  we  rarely 
find  the  minor  scale  used  in  compositions  in  this  form.  Generally  an 
alteration  is  made  on  the  6th  and/or  the  7th  degrees  to  accelerate  the 
movement  to  the  tonic.  The  alterations  come  from  the  major  scale. 
For  example: 


uses  A   H    and  B  t|     from  the  C  major  scale.  When  these  alterations 
occur,  the  scale  is  called  a  mixed  scale,  that  is,  it  has  elements  of  major 

and  minor. 

How  can  one  tell  if  a  scale  is  a  mixed  major  scale  or  a  mixed  minor 

scale?  This  is  judged  by  the  sound  of  the  3rd  degree  of  the  scale.  If 

the  3rd  degree  sounds  major,  the  scale  is  major;  if  the  3rd  sounds 

minor,  the  scale  is  minor.  The  fundamental  element  distinguishing 

major  and  minor  is  the  sound  of  each  triad. 

The  triad  of  C  minor:  The  triad  of  C  major: 


U     °  "  ^F==^ 


ur 


«- 


-©- 


All  the  tones  are  the  same  except  the  third  degree  of  the  scale:  E  R  in 
major;  Eb  in  minor.  The  triad  as  the  structural  outline  of  the  scale  also 
defines  the  difference  between  major  and  minor. 
D  major  mixed:  D  minor  mixed: 


*> 


g •" '   ^§ 


xt 


w 


-o- 


Signatures 

We  now  know  of  two  sets  of  signatures,  major  and  minor.  How  can 
one  tell  if  the  signature  represents  major  or  minor  ?  The  final  deciding 
factor  as  always  will  be  the  sound  of  the  music.  You  will  have  to  read 
through  the  melody  to  decide  whether  it  is  major  or  minor. 

Signatures  must  actually  be  viewed  as  directives  to  the  reader  telling 
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him  which  accidentals  are  regularly  used.  Often  we  find  only  partial 
signatures. 

BARTOK1 


\>\  i  J .  j>  i  im 


^m 


This  melody  is  based  on  the  key  tone  F;  the  tonality  F  minor.  Any 
automatic  decision  about  the  key  based  upon  the  traditional  signature 
of  three  flats,  i.e.,  Eb  major  or  C  minor,  would  be  incorrect.  It  will 
always  be  necessary  to  hear  the  melody  to  decide  on  the  key  tone  and 
the  tonality.  This  will  require  a  careful  observation  of  the  accidentals 
and  an  increasing  skill  in  manipulating  whole  steps  and  half  steps. 

Sight  Singing 

In  all  the  following  melodies  mark  the  scale  passages,  passing  tones, 
and  neighboring  tones.  Where  there  are  leaps  that  you  find  difficult, 
mark  the  scale  degree  above  the  tones. 
Scale  passage: 
Passing  tone:  PT 
Neighboring  tone:  N 

Sight  singing — melodies 


^w i ip  pppp i ^ j> j'i j> j> p  i  m  pppp 


p  i  j>  j'  i  j>  j)  1 1  j  j,  u> }  j>  m  i  j> 


p  ji i  ji  j j'  j>  j'  1 1  j>  if  :>  1 1  j>  ^ 


Germany 


1  m  J  U 


Si 


SBt 


J  J      j  J    j    j  J    « 


i 


BACH 


i 


BACH 


yw  J  r  r  r  iJ  j  J  J  iJ  r  r  cj/ir  cj,j 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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Allegretto 


».  ji  -.         ten. 

pap  jsCji  i,npp^ 


ten. 


life 


£en. 


g  r  r  i  a  r  r  4  ■  J-> J  *> 


fes 


*  ?  * 


PURCELL 


• — ' — <S> 


uj  r  r  1  r J 1  i ' 


T© P~ 


BACH 


<9- 


a: 


& 


feS: 


Ar  j)  1 J  |j  p  r  p^  ?ir  1  g  >  g 


■rif  r  p  rr  p  r  g  q  p  r^^-^H 


pa  j  if  ppp^iJ  J  r  1  i  J'r  *J|r  pppj' 


f£sFi 


J  J  ir  »  r 


P  P  ir  p  p 


£ 


f 


*^ 


Sweden 


#5^4 


^ 


«   f   a  g 


wr  DP  If 


f 


^i  j  jJ?J'j>r  1 J  J  j  p  IJij,^ 


■« 


fte 


•* — j- 


fete 


s 


-p '    G/ 


1 


iJ.   J'J    I  J.   J' J 


^ 


G4 U_ 


-# 0- 


m 


-#-= — # 


S 


* 


4 


BARTLET 


J    I J  J  J    1   i   1  J     I*  J   J 
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^Ffr 


Ji       ■ 


^ 


^ 


MOZART 


m  ui-C- r  LLp  irc   p  f   f  if    I  I 


gg 


^ 


i 


f 


r  '  *  r 


as 


i 


fe^i 


BARTOK 


£        I         J         f 


=3=^ 


^ 


P> 


0 0 


£ 


w * 


U.S. 


I  J  J  j>  j>  j  j>  i 


as 


f 


|H  i  -  up  i  J  j  j  p  p  |  J  J  up  i  J  m  p  p 


* 


'J   jj   B  B    1  J 


I     ■      ■ 


ffcr# 


U.S. 


S 


tpj!  Nnp(iirr< 


gpa^ 


?¥»a  i  J  Jrt  J)^ifr  p  i  J^ 


BACH 


f—m 


P 


^^ 


f"  f  i  r  r  r  r  T 


BACH 


WW 


XE 


P 


*** 


Moderato 


v*i  g  >? >p  >  if  p  r  i±t^>  I >  ii^ 


ROSSINI 


?*  p»n^ff>  ir  >  pppip  »  >VH  ir  m 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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^m 


\  p  gi  i  Car  i  r  '  i 


{'"  p  p p p  if  tJfj  ir  ■  "ipm>^^ 


i  §  ir  M  \tni\wtf\t  C-tvr ir 


Greece 


y»a  nj  J  if  j  I  r  u  j  i  spi^ 


p 


gg^ 


f 


-& 


Mgp  J  ir~i 


g  j  j 


g 


Switzerland 


1 


f 


£ 


f 


-6H- 


ife 


m 


t%      a 


r=s^ 


XE 


£ 


XE 


£ 


»»        S 


o      s 


$ni 


XE 


IE 


ZEE 


f 


XEE 


ITT 


-« & 


ijfe* 


i 


3a: 


XE 


XE 


XE 


f 


XE 


XE 


isfe* 


5*3 


XE 


"  S 


-© <9 


XE 


Xf # 


«A?# 


B 


Germany 


XE 


XE 


£ 


XE 


-« 6* 


XE 


XE 


-O S1 


i  r  m  1  P  W 


^ 


r  o  p  i  r  p  p 
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i  r  p  ^  JUMiJ  >jhj  4  i  r  p  p  i  r  p  p 


i       i;    E       ||  j. 


5=5EE5=5 


I 


I*        J;     J      J;     i 


W 


Dictation 

The  following  four-note  groups  from  major  scales  will  be  played. 
You  will  identify  the  scale  degrees.  For  example: 


-»- 


XE 


HE 


is,  in  C  major,  the  3rd,  4th,  5th,  and  6th  degrees.  In  F  major  these 
tones  are  the  7th,  1st,  2d,  and  3rd  degrees.  You  will  think  through  the 
pattern  and  continue  up  or  down  the  scale  until  you  reach  what  feels 
like  the  tonic.  From  this  you  will  decide  which  scale  degrees  are 
represented. 


^a 


id: 


-»- 


()o     off"  IB 


e   ii 


©- 


a     P 


HE 


-©- 


TF 


bo   "   °  "  ii  ft°  j 


X*. 


-e- 


Wfr 


o- 


;:3r 


-o- 


_  tf  °  2 


;:xe 


Practice 

You  have  been  singing  the  major  scales  in  patterns  as  follows: 


feat 


a 


4    J      i  ^g 


etc. 


etc. 


Now  add  the  remaining  three  patterns  to  this  series. 
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zm 


j  M  i  j  j  J  J  I  r 


y  [  J  J  J  J  p| 


etc. 


u 


'Sljj  J  J  J  >N    Ij,  j  j  J  J  ^ 


u 


m  j  j  j  j  J  r  p  **.  ^^ 


-Q- 


£ 


(J£ltt£t 


etc. 


Section  5. 


Notes  To  The  Teacher 
Section  5  covers  the  following: 

Rhythmic  patterns  to  be  intoned 

Measurement  of  distance — intervals 

Sight  singing:  melodies 

Practice 

Dictation 

Tone  groups  from  major  scales 

Melodies 

Sections  5  and  6  are  considered  drill  sections.  We  mean  that  all  the 
material  in  these  two  sections  shall  be  prepared,  drilled,  and  recited  in 
class.  This  is  to  give  the  teacher  an  adequate  gauge  of  the  class  progress 
as  well  as  to  solidify  and  reinforce  the  knowledge  and  especially  the 
practice  procedures  already  explained. 

Measurement  of  distance  —  intervals.  The  student  is  actually  not 
ready  to  hear  and  work  with  all  the  intervals.  The  dictation  of  intervals 
and  concentration  of  work  on  intervals  will  begin  in  Section  11.  We 
introduce  the  mechanical  measurement  of  intervals  at  this  point  because 
(l)  the  teacher  must  often  talk  about  intervals  in  correcting  the  sight 
singing,  and  (2)  the  student,  at  this  point,  often  fails  to  see  the  far- 
reaching  importance  of  his  study  of  scales.  The  discussion  and  mechan- 
ical measurement  of  intervals  gives  the  student  a  fleeting  but  impressive 
glimpse  of  the  future  use  of  his  scale  knowledge  while  he  gains  experi- 
ence with  musical  terminology. 

Dictation.  We  now  drop  the  singing  and  dictation  of  scales  in  rhy- 
thmic patterns  to  begin  the  dictation  of  melodies.  The  dictation  proce- 
dure outlined  in  Section  2  should  be  followed  exactly.  The  student 
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must  memorize  before  writing.  Dictation  will  be  by  phrases  marked 
above  each  melody     I  I     ,  The  only  acceptable  change  in  this 

phrasing  is  to  lengthen  the  phrases  if  the  class  is  capable  of  memorizing 
larger  units. 

It  is  very  important  that  the  student  recognize  the  problem  of  writing 
the  correct  tempo.  The  impressions  given  by  the  same  rhythmic  pattern 
written  once  in   2    and  another  time  in   2   are  known  to  all  of  us.  But 

4  2 

the  student  will  tend  to  make  automatic,  snap  decisions  about  the  unit 
of  measurement.  He  will  try  to  write  everything  in  quarter  metre.  It  is 
the  teacher's  problem  to  keep  the  student  aware  of  the  need  to  choose 
the  proper  metre,  not  only  in  the  beat  but  also  in  the  choice  of  unit  of 
measurement.  If  the  student  is  made  aware  of  this  need,  he  will  be  well 
on  his  way  toward  the  development  of  his  aesthetic  sense  of  tempo. 
A  practicing  musician  in  any  of  the  branches  of  music  will  find  that 
a  sense  of  tempo  is  a  cornerstone  of  successful  craftsmanship  and  artistry. 

Rhythm 

Intone  the  following  rhythmic  patterns: 

§  a)  j>  i  j>  i  j)  n  j)  i  j).  j>  j)  i  n  j>  j)  « 


8 


(2) 
(3) 
(4) 
(5) 
(6) 


n  i  j)  j).  i  i  j     n  i  j)  i.    1 1  j  ii 

n  m j)  n  im  J?  \nfhm\  j   « 

m  ir~mu     N^ninmnMJ. 


|  (7)  ^j    ^  j     ij)j  j)  n  \n  j_rn 

(8)  j>j   ^j>  jttd  i  j>  j  j)jTOir^j  jm 

(9)  j   /f]  n  j/j  ji  nil  j    <  jtt3 


ao) 
(id 

(12) 


J>U  J>J  Jimj  JTT3  I J  J)  J   /l  I J 


J    J 
J. 
J. 
nj  * 


I  as)  j-  j:;j  j  i  j  j  n  -j  ]  j.  j  j  o/n  i  j.  -  « 

(i4)  n  j  rh  j.  j)  i  .n  j  fn  j  i  j>  j  j)  n  j  j  i  j  jti  j.  « 

as)  i  rmrn  u.  m^itu.  j  munio   i 
d6)  j  j  j  j  j  injn-j  nu  jjijij  u.  ij  j 


52 


ELEMENTARY   MUSICIANSHIP 


Measurement  of  Distance 

Between  any  two  tones  there  is  a  measurable  distance.  Two  suc- 
cessively or  simultaneously  sounded  tones  are  said  to  form  an  interval. 
At  this  time  we  must  learn  how  to  measure  intervals  so  that  they  can  be 
identified  simply  and  quickly.  In  your  musical  studies  after  the  first 
year,  in  the  study  of  harmony,  counterpoint,  analysis,  composition,  and 
the  like,  you  will  be  working  constantly  with  simultaneously  sounding 
tones.  These  will  be  in  compositions  of  two  or  more  parts.  In  our  work, 
since  we  are  concerned  mainly  with  one  voice  we  work  with  intervals 
sounded  successively.  Any  distance,  be  it  a  leap,  or  a  stepwise  move- 
ment, is  a  measurable  interval. 

If  the  second  tone  is  the  same  as  the  first  the  interval  is  a  prime. 

In  measuring  distances  greater  than  a  prime,  count  the  letter  names 
from  one  tone  to  the  other,  inclusive. 


w 


-e- 


& 


The  letter  names  are  B  C  D  E  F.  Therefore,  from  B  to  F#  is  a  5th. 


# 


-O- 


TF 


is  a  10th  (DEFGABCDEF) ,  an  octave  plus  a  2d. 
Measure  the  following  intervals. 


HE 


-e- 


_Q_ 


& 


-e-  -©• 


# 


EE 


JlCL 


kn-fe 


d: 


m 


$ 


3H 


33$: 


a    o   pn 


-e- 


ISJl 


#s 


-o- 


TT 


This  is  a  rough  measurement  of  intervals.  The  numbers  that  signify 
the  interval's  size  will  have  to  be  qualified  to  become  an  exact  measure. 


I 


5th 


3fiE 


5th 


All  these  are  5ths.  Clearly,  the  5th  from  C  to  G#  is  larger  than  the 
5th  C  —  G.  And  C  — '  Gb  is  smaller  than  C  —  G. 

Intervals  are  divided  into  two  groups.  In  the  first  group  are  4ths, 
5ths,  and  octaves. 

In  the  second  group  are  2ds,  3rds,  6ths,  and  7ths. 
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Group  I  —  4ths,  5ths,  and  octaves. 

When  the  upper  tone  is  in  the  major  key  of  the  lower  tone  (the 
lower  tone  is  considered  as  the  tonic),  the  interval  is  called  Perfect. 

An  interval  one-half  step  larger  than  Perfect  is  called  augmented. 

An  interval  one-half  step  smaller  than  Perfect  is  called  diminished. 
Example: 


t 


* 


-o- 


o- 


P5 


A5 


D5 


Group  II  —  2ds,  3rds,  6ths,  and  7ths. 

When  the  upper  tone  is  in  the  major  key  of  the  lower  tone  (the 
lower  tone  is  considered  as  the  tonic),  the  interval  is  called  Major. 

An  interval  one-half  step  larger  than  Major  is  called  augmented. 

An  interval  one-half  step  smaller  than  Major  is  called  minor. 

An  interval  one-half  step  smaller  than  Minor  is  called  diminished. 
Example: 


M6 


j|i 


m 


i 


m 


HE 


or 


5 


o: 


A6 


m6 


D6th 


T 


Every  interval,  then,  must  be  measured  for  both  size  and  quality.  With 
both  qualifications  we  have  an  exact  measuring  tool.  Measure  the  in- 
tervals on  the  preceding  page  for  both  size  and  quality. 

The  following  are  the  intervals  that  you  will  meet  most  often. 


? 


£ 


Pi 


P4 


-e- 

A4 


D5 


P5      P8 


£ 


1&*==i> 


m2 


A2 


*«= 


M2 


* 


m6 


M6 


D7 


-o- 

m7 


■e- 
M7 


m3        M3 
Sight  Singing  —  Melodies 
In  the  following  melodies  mark  all  the  passing  tones,  neighbors,  and 
scale  passages. 


B  i'^lp 


1 1 1  g  Pp  \f^m 
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ytl  P  g  P  P  M  1  g  i  p  p  P  p  P  P  M 


Mexico 


g  g p g  Jon  p  p  if  pppr  p  pit  ru 


a 


HE 


I  I     -        m    jB         ~ 

P  r  'rPf  r 


^=* 


&# 


PJ 


*  ?  * 


«  r  r  r  '*  r  r  i  r  p^ 


England 


P 


g  ^    I  J    g 


-6»-»- 


^-w-J    J    |    |    I  J    J  j  Ji  J'  |f    p   J'  If     >£ 


^  J  J  r  r 


i  J>JU  r  J 


22 


g  r  p  f  r  I  p  p ji  i  i j' if  p  j'  i  r^ 


U.S. 


1 11'  pr  r  ip  p  pJ'j  j j>  iJ  r  J  iJd-^ 


U.S. 


E^^ 


r  r  r  r  ir  r  r 


f 


y^a  j  if  pJU>J>iJ  J>>  J>ii  J>j>j»jhj  j>?j> 


g  J— j  j  j>  j> 


Italy 


1 


^=5 


With  a  steady  swing 


m 


s 


«     a 


^^ 
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s  i  j)  j  nn 


0       4 


P   IT    p  p 


^ 


U.S. 


Allegretto 


y  fc  H  J   J)  J   JU   Jf   J'  |J"3  Jj    J>  |  J 


* 


gj  ^r 


za 


i-  i   J'  *^     If 


J  j'cj-  J 


33E 


"• * 


^P 


£=§£ 


»       #;  I    *       d 


^^ 


*     i    *      y 


f 


£ 


V:b  fljij.     j  5 


^ 


MENDELSSOHN 


3  lj    y   ' 


Andante  grazioso 


?;¥ii  4TUf  p^l/TVl 


hJ  J)  iJ  rfJ  3 


? 


■     ■ 


5=g        Lj=w 


g  I  §  j  j 


MOZART 


B  i  l  J  J>J  l 


4*4 


m 


* 


*flS%  I  e  I  H^^ 


rt   f\   rt 


BACH 


# 


*  4   *      =? 


Moderate* 


p  irS  m  mi  iT7 1  u^u^'i  " 


Chile 


Andante 


E 


■     m 


0 — 0- 


m 


ills  FfT:J^^ 
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MOZART 


W 


U  r   p 


Allegro 


^  J  J  i  r  I 


»~y 


2 


£ 


¥ 


f 


P 


£=£ 


MOZART 


# # 


LULL   "T 


S 


<V^      I     ^Z 


ji  jUJ  Jir  r 


^ 


^ 


3C 


f    f    |»    |  f'     j     |  a    g     p^f"|ff.f_|l*f|f 


P    If   » 


P 


England 


J  J  J   I  J  J  J 


J  J  J  I  J. 


r^ 


f  I'     If" 


i  n  j    r  r  r^ 


n 


r  »'  r  r 


m 


J.    ^    uJ 


PRAETORIUS 


f 


Ju»~%  ii 


BARTOK 


r  i  m 


tt=b 


W=* 


m 


p 


Bi  -  i  J  iJ-  p  J  p  if  gf  r  'r'Pr  J|J  P 


a    Tir  PrrirpJjiiJiJ^cj 


BRAHMS 


fc 


Andante  con  moto 


£ 


Mr  "p  ir  mm 


r  p  '  cj" 


♦ — # 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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# 


^ 


^=^=^ 


FPf^f 


-# — r 


P 


^ 


^ 


^ 


MENDELSSOHN 
—  dolce 


m 


Allegro  moderato 


I  rj  \ttf 


y it  u  \u 


¥ 


* 


f 


BARTOK 


rti/ir  J  ir  cj'^^ 


$ 


Prac//Ve 

Your  daily  practice  now  includes  the  singing  of  major  scales  in 
three,  four,  five,  six,  seven,  and  eight  metres  in  continuous  patterns 
ascending  and  descending.  Now  begin  the  practice  of  these  same  ex- 
ercises in  the  minor  tonalities  using  the  natural  minor  scales. 

In  practicing  your  own  creative  exercises  in  tone  combinations  try 
the  following  in  all  keys,  major  and  minor. 


# 


-o- 


-o- 


-o- 


~e- 


-o- 


-e- 


-o- 


XT 


xr 


* 


-e- 


o     ■ 


*     o 


-e- 


xr 


xr 


Dictation 
Tone  groups  from  major  scales: 


Kfi 


:     Q  ii 


XE 


* 


IE 


W^°    Hftotf"   °^"  II  tf  o    "    °^" 


o    n 


o- 


^k  |i 


m 


1>Q  [>( 


XT. 


#°  tt"  go  H>.      ]f=^ 


-o- 


-»- 


xc 


The  following  melodies  will  be  played  for  dictation.  They  will  be 
played  one  phrase  at  a  time.  Memorize  each  section  before  you  write 
the  notes,  and  follow  the  dictation  procedure  outlined  in  Section  2  very 
carefully.  You  will  be  told  the  key  of  each  melody;  you  will  have  to 
decide  the  metre,  the  tones,  and  the  tempo. 

1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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It  will  not  be  too  difficult  to  decide  whether  you  hear  a  two,  three, 
six,  or  other  beat.  But  it  will  be  difficult  to  decide  whether  the  metre 
should  be  ?  or  g  ;  |  or  |  ;  4  or  g  ;  and  so  on.  Don't  just  choose 
any  unit  of  measurement  at  random;  J  ,  J^,  or  J\  You  must  attempt 
to  match  on  paper  the  sounds  you  hear  in  the  music.  Always  think 
that  what  you  write  may  be  re-created  by  a  performer  who  is  looking 
to  see  what  you  mean.  Every  composer  has  had  the  task  of  putting 
on  paper  exactly  or  nearly  exactly  what  he  meant.  Beethoven,  in  his 
sketches,  indicates  great  doubt  at  times  whether  a  movement  of  a  sym- 
phony should  be  written  in  ^  or  3  He  tried  each  to  see  what  feeling 
of  correct  tempo  and  mood  came  from  the  written  page.  It  is  impor- 
tant that  you  recognize  this  problem.  Ultimately  you  will  solve  the 
problem  by  meeting  it  consciously  each  time  you  take  dictation. 


In 


J  J   iJ» 


PP 


m 


m 


^ 


f=f 


Bohemia 


fugH  J   1 1  p  1 


P=i 


^^ 


«s4 


Germany 


M  m}tofl\*ny\*ns>fl\M^\yi\ 


11 


p  *  iJ'p  r  m  p  p-^ 


m 


P  m  ir  m 


*  ir  p  p 


Germany 


|i  r  i  p  ij>pT"|J  J^wr  g  ^'r  i 


1 


Wales 


pTi 0*1-1  gHP  ir  p§  l icjf^ 


r  J  J  if  Lllf 
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Wales 


P=Z 


^EF 


n .. '  i    i    .    .    i  j    i    i      F^1    i    i    i  =\ 


r  j  j  l  r  r  j  r  ippg 


ir 


BACH 


J     « 


P^ 


Section  6. 


Notes  To  The  Teacher 

Section  6  like  Section  5  is  a  drill  section.  The  emphasis  during  this 
section's  work  should  be  on  students'  practice  methods.  A  new  scale 
practice  method  is  outlined.  It  involves  singing  all  the  major  scales 
from  one  tone.  If  any  one  exercise  could  be  singled  out  as  most  effective 
in  aiding  musical  growth,  this  would  be  it.  A  thorough  use  of  the 
exercise  can  lead  to  the  point  at  which  the  teacher  will  sound  the  ton- 
ality at  the  beginning  of  a  recitation  hour,  and  the  class  will  be  able 
to  follow  all  exercises,  drills,  and  so  on,  for  the  rest  of  the  hour,  estab- 
lishing the  correct  keys  for  dictation,  sight  singing  melodies,  and  the 
like.  We  suggest  that  you  explain  this  scale  exercise  thoroughly  and 
drill  the  class  completely  before  it  takes  the  exercise  as  part  of  the 
daily  practice  routine. 

Section  6  covers  the  following: 

Practice 

Drill :  all  scales  from  one  tone 
Sight  singing:  melodies 

Rhythmic  patterns  to  be  intoned 
Dictation 

Scale  patterns  from  major  scales 

Melodies 

Practice 

You  should  now  have  a  working  familiarity  with  the  major  scale. 
The  major  scale  exercises  used  thus  far  may  now  be  dropped;  continue 
them  in  minor  tonalities.  The  following  exercises  should  be  begun  in 
major;  later  on  these  too  will  be  done  in  minor.  These  exercises  will 
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be  more  difficult  than  preceding  ones  and  will  yield  many  lasting  results. 

Drill:    all  scales   from    one   tone 

From  the  tone  C  to  the  octave  above  and  below  sing  the  following 
major  scales:  C,  Db,  Eb,  F,  G,  Ab,  Bb. 

Db 


i 


JOE 


,        II      i>jf>"b#  = 


*         *>. 


m       Q 


¥^$ 


~9 «t 


O- 


i 


El> 


F 


5  t>° 


xn 


* 


33 


#    bo       *       °^ 


jnc 


a     r* 


G 


Ab 


m     »,Jm»  fe 


JDC 


O        •     lt»W°        ' 


fe= 


=^F£ 


e- 


Bb 


■O- 


* 


a   po 


fc 


These  are  the  major  scales  that  use  the  common  tone  "C."  You  will 
have  to  think  carefully  in  singing  these  to  establish  the  whole  steps 
and  the  half  steps  correctly.  The  remaining  major  scales  will  be  sung 
in  the  octave  from  C#.  These  will  be  D,  E,  F#,  A,  and  B  majors. 


% 


D 


E 


^ 


^^g 


:m 


tm  #<>._; 


m 


TJ" 


Wf 


-e- 


-♦^iss 


#  ffii 


^  P  tt»Jt"  » g 


m 


P  *«— " 


*-*♦ 


I 


B 


P  I^TlM*!* 


o    t 


In  preparing  the  first  group  of  seven  scales  sound  only  C  on  an  instru- 
ment. In  preparing  the  second  group  of  five  scales  sound  only  C#  on 
an  instrument. 

Practice  the  scales  above  from  C  and  C#  for  one  week.  Then  prac- 
tice the  scales  from  D  —  D#  —  Db,  E  —  E#  —  Eb,  F  —  F#,  G  — 
G#,  A  —  A#  —  Ab,  B  —  Bb.  After  four  weeks,  which  will  take  you 
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through  the  scales  in  the  F  octave,  sing  all  the  scales  each  day  within 
a  different  octave. 

Continue  with  the  daily  exercises  for  the  increase  of  tone  com- 
binations. „.'■'. 

Sight  Singing  —  Melodies 


w 


m 


m  n  u^j.  j 


m 


* — # 


fefe 


es 


tS>- 


s 


U.S. 


f  r  ;J'j  err  fr  i^j-jJ- 


^=* 


ygw 


rprrfrrnrTTgr  pip 


BACH 


<T* 


ggff^Ff 


0-=-w# 


az» — g 


n-HYT 


^-  BACH 


£ 


l  Chile 


fr*  i  if  r r  r  1  r  c;r  i  r  r r  r  iff  rp 


g  i,  i  g  i  u^^B 


U.S. 


p^ 


^ 


p 


BARTOK 


y«»i i  rfT'P  r  r    i  g  r  g  pip  r  r 


MENDELSSOHN 


■y*  J)  J)  J)  J)  I  J'X;J'  JH  p  JiJ)  >|p-  J!J)>   I 


j^'ju^t  '^^ 


s 


Si 


c    ■ 


«     *     * 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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9 — 9 


pf  =U'^4i 


s 


It      I      A 


4-      ' 


^IJJiJU^4'^ 


T*  _i 


U.S. 


*  *  *  i.     * 


v — 9  9  9 


9    9    '  9 


sa  j  1  ^J  -HJ  ^jiIJ  ^J  J,|J-  Ji 


a  J  ^  J'  I J  J>  J_  J  Ij  J>  J  I  gpl 


gi  jtt^  cJ!rJif  i  "Cgf  r  rjy'T 


BACH 


f'w  J  J  J  r  i  cj r  j  i  cjt  i 


*5=^ 


i 


BACH 


r  i  r j  r  r  i  r  r 


i^pp 


i  j  |  j  ir  r  i-f=-p  j  i  j  i  g  r  j  r  j  r 


BACH 


r    r  H   J   g  |  j  J   g    a  1 j J   ■  1  jjj    r  1  jjj   r  jjj  ft^M 


s> 


m  j  i  j  i !  i 


mug 


■*E 


^^ 


o 


^ 


U.S. 


-«^- 
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MOZART 


:n  J-  J)iitj)-y-.  JhqtJ  ifp  if  J'iJTjjij 


I 


^^ 


^ 


s^ 


-o- 


£=* 


01      rib    r~y 


PRAETORIUS 


r  i  r  r 


i 


^=p 


-©- 


Allegretto 
4* 


^ 


i       p 


u  gj     a 


PP^? 


MONTEVERDE 


PRAETORIUS 


i  j  ^ j  J  r  r 


J  J"  .1  I,  J 


,9 — ..» 


P 


-e-1- 


BACH 


j^ii  J>J>J>  icjj 


3  i/n  fl-uu> 


* 


Slowly 


^  p  p  r 


s 


^^ 


i 


m 


m 


j>  j>  rr 


U.S. 


TK? 


BACH 


yH>  grcjrtrei 


Moderato 


BARTOK 


m  i  IB 


a  J"3  j  g  ie^e 


a 


e^ 


molto  espress. 


W 


# 


■      1 


s 


gg|  c   p  u  i^=g 


r  r  w  i 


p 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 


SECTION    6 


65 


nh  J  cjt  cr  'r  r  J:"nirr  rjH=-^ 


ss 


pp 


J  r   I  r  J  J  J 


p^ 


i 


BACH 


i »  m  f  ir  a  J  J  i  cf  r  iTi'^ 


Lento 


tfc 


'i  j  i  j  i  j  j  j  i  i  j)  j)  j)  j)  j  j  1 1  jig 


s 


espressivo 


^^ 


P 


f 


1 


22 


^ 


sost. 


I 


kfc 


B 


^ 


^^ 


f'Jj    I 


dim. 


BRAHMS 


^S 


? 


^vii  j)iJ  J'J  p  i  Ju  fiJ>  >j>iJ>ipir  pr  p 


a 


Pf,  I  ipppp^'p  lpp^j>Jj-LUlJ  1  i 


f&m 


a-    a   m 


*'  m 


1 


Si 


P  f    II'    p  IM  f    |MM  H   |»     I  g     E 


B 


P     P'PP    IP|»      IP'pp    Ip-i'^    |.Mj>IJ'J 


M 


H 


■     ■  PC 


j),  g  I      I  g    p  (^^ 


J'J>      >    ij)IJ) 


J8 


hile 


MLZ5S 
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2 
4 


Rhythm 
Intone  the  following  rhythmic  patterns: 

j)  i  j  n  |j"ftnu  rm\i. 
hnn\rhn  \n"sn\i.t 


6 

8 


J.  J» 

rmn 

J7]    J 
J)  J       J) 


J~]    J7T5I JT]  J~~2 

j)  j     ;  i  rn  r~3 
m  j     i  /mn 


j 
j   j 


j 


m     j>  i j>  j     jiu 


j>  i  j     j>  j  j>  i  /m  j  j>  i  j- n  r~rm  i  j^^j 

j>  i  rm  j  jll/ti  j  j>  i  rm  rm   i  j>  j. .  j 

n  u    /3J  /3  u~n  j, 


J.  TTTl  J~~JT3  I  J^J 

j>  j  rm  i  j>  j  rm  \m  mm  \im 
j.  ri  i  m  j  j> ■  u  rt  u  oj. 
j>  i  j  j  j  f..m  ri  i  j  J)  J~n  i  j-  j  i 


Dictation 

Scale  patterns  from  major  scales: 


\>  o  [|Q 


fli.M"  °  1  |t»ft<>  »  g  ly 


t%      o 


o    n 


331 


g  t» 


-e- 


ax 


gj  Imi|» 


fee 


fat 


n^: 


33: 


^ 


"   o 


"[>o 


0koi»*^°    '    o   qImi1>o 


Melodies: 


/  ntt   #* 1 M     m     f 1 1 1 1 

$> »»  j  u  j* '  ip  p  r  j  u j '  'i j  j  j  j  ij  j j  j=i 

BACH 

lE*' 1 r—     1   1     —     J    1  1     — 1 i   r   r 1 — 1 — i — : 

y  H  j  j  '  i  j  j  J  J  u  j  j  '  T  r  r  j  u  j  j=i 
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M 


i  r 


ti:->i  ;ij  pr  p  ij-  j  j) i j  wj)u  g  b  pr  pi 


**# 


France 


J' J  5  ir  i'r  i  1 M  i 


^^ 


P*? 


iz 


i      I 1 


|§  tt  |   |    J'.J^3  |  |J    J)  J  j  |J    ])Q  J>  I J  - J>  >  J? 


J''^p  p  J 


£i^5 


-   a '  y  a 


g— * 


Germany 


^  0  j>rjp  \qu  ^|J  ;,J  ^'^P 


y'«yi'J  if  g 


d     g 


y  ¥«  l 


nr 


England 


* # 


BACH 


r  'r  r  JJr  'it  j  r  'r J 


ii 


Section  7. 


Notes  To  The  Teacher 

Section  7  covers  the  following: 

Rhythmic  patterns  to  be  intoned 
Practice 

Major  scales  from  one  tone 
Phrasing 

Sight  singing:  melodies 
Dictation 

Tone  groups  from  major  scales 

Melodies 

In  explaining  phrasing  and  the  marking  of  phrases,  the  teacher 
should  attempt  to  reinforce  and  refine  the  natural  ability  of  most  stu- 
dents to  phrase  melodies.  Constant  attention  must  be  drawn  to  the 
importance  of  using  musical  punctuation  in  order  to  perform  clearly. 
We  feel  that  it  is  very  important  that  the  teacher  analyze  the  elements 
and  structure  of  phrases  as  carefully  as  we  have  done  in  this  section. 
This  procedure  strengthens  and  encourages  the  students'  innate  music- 
ality  with  reason  and  musical  logic. 

Practice.  We  continue  with  the  major  scales  from  one  tone.  This 
may  still  require  class  drill  before  the  student  can  practice  on  his  own. 

Rhythm 

Intone  the  following  rhythmic  patterns: 

I  a,  n  j  j  o,  n  j"]  j"J  i  j>  j  j>  j   N-    i 

*   j>j    m  \s~Bi  j  i  j>j.    sfi  i j  j  i 

<*>  n  i  j-  j>  j>  fjf\i.  j>.rmim  j  j  ij>j-  j  i 


(4) 

(5) 
(6) 
(?) 

(8) 
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m  ij>j  j) j  |j)j  j> j  irh/frmmj  i 
nn/].i/].nj  i  J~h  n  /r^  i  j>  j  j.  n 
j)  |j)yj  >  j)  | j)  >  j  >  n  ijtij  >  jrai j  m 
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9 
12 


(9) 

(10) 

(11) 
(12) 
(13) 


mm)  iimi  Jminni) 

J)  *  J>  *.HB5  |J>.    JT3BJTH3  |/T3  J7T/1 


J)-   J. 
J. 

J>  J)J- 
J-         J>. 


Prac/*V£ 

Continue  your  daily  practice  of  major  scales  from  one  tone,  From 
D  —  D#  —  Db  the  scales  will  be  as  follows: 


D 


TJ •" 


pig=g    g 


»  tt' 


-»- 


XE 


31 


>>  z         z 


#        o    tt»    ^^ 


^=^:3s 


'fn *- 


Ek 


p     ko       * 


-e^ 


E^ 


^- 


G 


-o — *" 


^^ 


Bl> 


tj- 


[>»     p 


■      <>.. 


■    I P 


-©- 


-©- 


■» «* 


m      o 


■       »>. 


,u      * 


F| 


1*3 


^    »"  *# 


$17»<U'»°  e  bi  g 


E 


P=       o    P    tt^ 


*      o 


B 


P     #   )|*i  ^^ 


#^ 


ft*  tt° 


At, 


«5- 


I...  I»_-^ 

-K - 
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Try  the  following  exercise  in  practicing  tone  combinations  in  all  keys, 
major  and  minor. 


$ 


0  0  g= 


■  • 


-&- 


$ 


XE 


zs: 


XE 


Phrasing 

We  return  once  more  to  our  definition  of  music  as  the  movement 
of  sound  in  time  to  seek  a  fuller  understanding  of  this  movement.  We 
have  been  using  some  of  the  elements  of  sound  and  rhythm  in  training 
our  musical  reflexes.  It  is  time  now  to  see  how  these  elements  are  com- 
bined in  the  motion  of  a  complete  melody. 

The  motion  of  a  complete  composition  is  ultimately  mirrored  in  the 
individual  movements  from  one  tone  to  the  next.  In  between  the  total 
and  the  smallest  parts  are  patterns  of  organization  that  lead  to  the 
image  of  the  whole.  One  of  the  most  important  of  these  patterns  is 
called  a  phrase. 

A  phrase  is  comparable  to  a  sentence,  except  that  it  need  not  com- 
plete a  meaning  and  may  not  be  followed  by  a  complete  stop.  A  phrase 
is  much  more  a  complete  sentence  followed  by  a  semicolon.  The  phrase 
consists  of  one  or  more  characteristic  motives  arranged  so  that  the 
energy  for  musical  movement  begins  at  the  beginning  of  the  phrase 
and  ends  or  cadences  at  the  end  of  the  phrase,  only  to  be  extended, 
renewed,  and  developed  in  following  phrases. 

The  following  melody  is  in  two  phrases,  outlined  by  the  marks  C^  . 


Andante 


m  i  I  p  I  i  05rtrc.r  1 1  p  cf^^? 


MOZART 


There  is  a  natural  lapse  after  G  of  measure  four  followed  by  a  renewal 
of  activity  until  the  conclusion  and  final  cadence  of  the  melody.  The 
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first  phrase  sets  the  characteristic  rhythmic  and  tonal  motives.  The 
rhythmic  motives  include  the  up-beat 

9^1  J' I  p.    I 


and  the  dotted  rhythm 


The  first  phrases  consist  of  two  motives  each  outlined  by  the  marking 

l i     under  the  melody. 

An  outline  of  the  melodic  action  of  the  first  phrase  looks  as  follows: 


in  which        y«  b 


is  a  neighboring  note  figure,  and 


is  a  cadence  that  is  not  final.  The  first  phrase  cadences  on  G,  the  2nd 
degree  in  the  key  of  F  major.  It  is  so  active  a  tone  that  the  melody  must 
continue  to  its  ultimate  conclusion  in  the  next  phrase. 
The  melodic  outline  of  the  second  phrase  is: 


^ 


m 


p=& 


in  which 


g^ 


is  a  neighboring  note  figure.  So,  the  complete  melody  in  two  phrases 


^ 


g     g  » 


F=# 


^^¥ 


1 


shows  us  the  function  of  each  part.  The  first  begins  a  movement  from 
F  up  to  Bb  and  falls  incompletely.  The  second  picks  up  at  Bfc>,  moves 
one  step  higher  to  C,  and  then  cadences  completely  to  the  tonic.  In  this 
melody  the  climax  is  reached  on  the  C  neighboring  note  figure,  and  with 
the  arrival  of  the  climax  the  conflict  is  resolved  to  the  stable  key  tone. 
The  following  melody  has  four  phrases: 


72 


ELEMENTARY   MUSICIANSHIP 


In  your  sight  singing  from  this  point  on  mark  all  the  phrases.  Perform 
the  melodies  so  that  the  beginning  of  the  phrases  has  a  subtle  "push" 
of  energy  and  the  close  tapers  off.  But  sing  the  melody  as  a  continuous 
structure. 

//  is  not  necessary  that  you  outline  the  rhythmic  and  tonal  movement 
as  we  have  done  above. 

You  will  be  able  to  recognize  the  phrases  after  singing  each  melody. 
The  analysis  of  melodic  structure  will  be  a  major  portion  of  our 
later  work. 

Sight  Singing  —  Melodies 


^uTurnrrr  'r^1'1  ;j|J^ 


b  r- j»j  j 


r  rp  ep  J 


Mp 


s 


J  r  i  pp. ir  r J^ 


*ppt  Jr 


^'i^TTTj  j^ 


p^p 


Ireland 

^  ■■ 

rj  ; 
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BACH 


s 


r  'cjr  r  r 


PPPP 


■mppppppr  iJ  j  j  j  ij.  i  iJ>j>j>jwj> 


m  j  j  j  j  14,  i  i>jij)j»j  j  ^b 


3S 


J'  J'  J>  J'  J>  J' 


Italy 


* 


m 


1 


■    ■ 


Allegro  moderato 


ifJ1  i     J' 


BACH 


P 


^^ 


«*— rf 


I    !  l\ j  


BACH 


XT 


Andante  con  moto 


y»  -  .1  1 J 


^ 


Jr,J|JJ 


P 


rrJ  '^rr 


-6> 


B      fl)        1     *— . * 


^P 


2 


££ 


BACH 


r  I  r J  'r'j  'JPP 


*zzS 


xc 


&# 


Andante 


*  »Hr  ppr  ^J  i  r  1  p  ^^ 


4* 


DOWLAND 


^^ 


J    f       J      I   J>    J> 


P 


r  1  r  ""T 


g  e  »j 


vinjiJj>j)rrirfpr^pir|ip7prffiYp|'pr  m 


m  r  r  r  r  ir  JiI>j  >  j>ij  J>J>r  J>j> 


Denmark 


3t 
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m "  i 


se 


S£^S 


BACH 


p  j,j>J'ir-  J'P  j  ii  p  ;jj)j>P  a  j.  pJ 


r^'ppifppp  nrprpipp^Jf  j 


Armenia 


* — d 


Armenia 


i  j>.jiir  j  I  J'u  j  jii'iJ-pa 


|g  pp^J'ipp^iJ'i'ppiuppJ  i^J'Jj>ij>J>J3j> 


^  Syria 

J>J»j3j)lj)j,J  lAf>flJHJU>J3J)IJ>Jiflj)lj,j,j    I 


^5t  J  I J  |  |  |  gl  p  |»  if  -T3  |J 


i 


t± 


s 


J^J  IJJ^ 


U.S. 


P3ip 


^ 


^ 


■    m 


&=£ 


u\tt)>\itt*\ttn\imt\ityn\r\ 


^!>i,''  g  r 


It: 7"  » 


§ 


IP! 


J 


BACI 


P 


?S  "Mr 


^ 


fep 


» 


#-+' 


BARTOK 


S 


»p     a 


^^ 


^^ 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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■  a  r  r  r  i r  r  r  i  r   r  |J-    I '  '  ' 


f^P^ 


m m. 


m     m     -m 


W 


P  g  r 


Creole 


■       ■ 


P 


^s*-5- 


i 


tA  «       > 


m  m  0 


CjUir'r 


=n# 


BACH 


3J  j  J  J  U 


?!ft  »•    |   1^  j    J  J  J  J  lJ-  [»  |    | 


PRAETORIUS 


3H 


Dictation 


$*'j  r  ^  r  i  J  r  f 


r  1  rJ  i 


^W 


T^ 


i=2 


IZZ 


3 


5  *     g 


I 


§±    ■   « 


PP 


:*=»: 


»*   8    ;     I J      I     1  J-   j  J 


1  "r  r  r  TTr 


r  r  irnr  1  i 


i  r 


r  r  r '  'r  p  r  '        IJ  * IJ'  ^J  'r  ^ 


i  r 


Germany 


r  f  r  ir  m 


0        P 


pr  ir  r  r  'r  i 
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** 


r  iJ  r  c;r  if— r'c/  t  r  r  r  i-1  i 


ftg=g 


t* 


s 


K 


r  r  r  ir  r  i^g 


p^£ 


^ 


BACH 


s 


p^ 


r  r  r  ir  r 


Netherlands 


^|  i  j.  j)  j  J  1 1  r  m  r  H 


i©-1- 


gfcj  ^  i r  p  r  Jij>ju>j>j)PT  pr  pipppp«w 


Manx 


as  r  pr  Jhj>j»j>j  j i  J]r  ^^m 


Section  8. 


Notes  To  The  Teacher 
Section  8  covers  the  following: 

Practice 

Major  scales  from  one  tone 

Exercise  in  tone  combinations 
Rhythm 

Patterns  to  be  intoned 

Unmeasured  melodies;  indication  of  metre  and  bar  lines  by  students 
Sight  singing:  melodies 
Dictation 

Melodies 

Practice.  Major  scales  from  one  tone  should  be  completely  under- 
stood by  this  time.  It  will  take  a  while  before  the  student  can  mani- 
pulate these  scales  with  ease. 

Rhythm.  We  introduce  melodies  for  the  student  to  measure  and  bar. 
This  is  essentially  a  home  drill,  but  it  is  advisable  to  work  out  one  or 
two  melodies  in  class. 

Sight  singing.  It  is  assumed  that  the  student  will  continue  marking 
the  phrases,  scale  passages,  and  so  on.  The  teacher  will  have  to  be  more 
and  more  insistent  that  the  student  performances  attempt  to  express 
the  melodic  meanings.  This  will  require  analysis  of  phrases  and  general 
structural  analysis  to  focus  attention  on  meanings  expressed  in  terms 
of  phrasing,  tempo,  dynamics,  and  the  like. 

Practice 

Continue  practicing  all  major  scales  from  one  tone.  From  E  — -  Eb  — 
E#  the  major  scales  are  as  follows: 
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3E 


»         P 


»         O 


*       Q, 


-©- 


:::•    ,° 


-e- 


D 


#   It  ii     • 


3E 


::a g 


HE 


-#—-■► 


o  S» 


P^ 


3£ 


E 


#*  ass 


F 


a     g 


ft*  tt°^*~ 


-©- 


IV  t>  • 


IE 


n 


c# 


|p  i  t'v-*  i"'  g  1  ijjoj.  i  ^  »*jf 


3S=£ 


i 


B!> 


b ■        O     »"*- 


Jit 


•    *»_k 


EC 


SE^ 


i>»     p 


-et- 


i 


At 


Side- 


Dt 


fc5=t 


1m  B     5 


U  ln»  b#     '^ 


^=^= 


t>o       *: 


5^g 


t?#     »v 


Try  the  following  exercise  in  tone  combinations;  major  and  minor 
keys. 


HE 


id: 


HE 


3E 


HE 


'  g     fe 


"       m     lg 


-e- 


p       » 


3£ 


»■>  • 


XE 


p=y 


id: 


IE 


-e- 


Rhythm 

Intone  the  following  rhythmic  patterns: 


I  a)  j>  i  j  nwn  j  i  j  nj"-]  j  i  rm  n  J   m  i  J.  > 

(2I  j  iranjni  rm  n  rni  \  '.ihrn  n  rm  \  j  j 

HJ  JHnmjmr^u  jTr3^ir]  i  j  nnnnm\  n  j  j 
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8 


(«) 


j   jg    j)j  .m/n  j   Jim  u    a   jjeje 


I,     2    .'      I 5 — 1 


c  mm  j  j  ijtj  m  j i-  j  u  j  j  j  j    j^ 

mm  j  jmjtu  -k^j7^  im  m  ji?  > 
mm  mi  jo    ;j_nraimm_m 
uo)  -TJ3^  JTJI73 j  jHjTJErmnn  imm^m 


(8) 


(9) 


J.        J>j       J. 

JTJ  J>  J     J. 

J    J>  J^ ,J. 

J.     J  J     J. 
J    'J    JjJ. 


Indicate  the  metre  and  the  position  of  the  bar  lines  of  each  of  the 
following  melodies. 

Fast  U.S. 


J     J' J' L  J     J)JJ)J)J     .J     J>J>J)J)J     J     JSjh[).P 


^PP^ 


D   ■!     J'  J     J» 


j  j,j. j)j  j>j~pj  i  j>j  ^j  J/ «u 


U.S. 


$b  j  J'  p  p  p  p  p  r    J,Jjlngf 


U.S. 


^  J  J'  p  p-  p  p  (I  f    J  Jl-  n  J)  j  i 


s 


^ 


U.S. 


^s 


*¥ 


# # 


« # 


ti # 


Sight  Singing  —  Melodies 


Allegro 


» ,  f  ff  if  r .  f  ffifr, .  rrr  iff  ,rrr 


£v 


0  0  0 


PP 


"rr-"ifrrrfrir?rrffirta'lT'fri; 
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X, 


ROSSINI 


PY  Qj  i p rxr p Uj  i cj ^ f  J]^S 


M  j  J  J  U  J^ 


jJ>i.  Jl  ^  i  J  J 


p 


* 


3^3=1 


J  i J  j  /  i J  J  j^^ 


BARTOK 


U^*1     I  J    g 


« — * 


BACH 


as 


'b"''"  g  ULT  L^  UJ  if    CJ  ^ 


Slow 


£ 


£i 


U.S. 


PP'rr  'rr 


j»ji'jU)jiJ=p^^ 


Gehalten 


i  in  J 


H 


fei 


* 


P 


P  "  *  U»i 


W^ 9 


«Hf 


I=g 


BRAHMS 


^a  jj>Jijj)pp- J'ujuhj  i 


^s 


Andantino 


,'ws  I 


a 


sp 


BRAHMS 


w  r  r 


f=#=f^ 


^^ 


ffi^n  pJ>tJ  j>j?pipjjtiJ'iflpflj>i!i.  ^J'j 


pi  "J.  >pp  ir  pr  p  ir  ppppIl;piDj> 


ifcS 


££ 


p  pr  p  ir  PPppigr^j* 


Italy 


m 


1  Reprinted  by  permission  of  Boosev  &  Hawkes,  Inc.,  New  York,  New  York. 
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£&£ 


fv],i  i  n  m  |J  Jlp  'nJ^ 


& 


m 


Hfe 


J 2. 


#  # 


1 


g-gzj-gza 


HJlJjJJ 


r—rn 


X~  S  3 


# 


pi  j  Jl  j  i  J  Jl  p  i  p1  p  i  J>  m 


Denmark 


inn  j'j'jj  pirJ>p  j'u  j>j>j)j)iJ.jHppprg 


Italy 

p  rpJ'ippPrpi«£%  WV  Jmj^»ii 


y¥i  Jl  i  J-  I 


Oi 


n  i  .■  j 


£ 


?*=* 


r  '  r  '  r 


a  r*tr   i  Q  i    n  1 r  p  P 


Austria 


$t  jj  l  JVlqu  j."3A«n  iJrcrr  'r^' 


# 


fe 


r  cjuj 


^fe 


U.S. 


p 


#      0 


yj'i  i>ip-  J'J^ 


jj  ppirpi  ^^ 


as 


g  rj  r  i  j  j  j  g  i  g  j'  g 


U.S. 


EZ 


p 


^ 


j't  j>u  ji/jj-j i j  rj >j  j>ijj JiJ^j-jUJ-n/jj^ 
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np\r  P  finu  i  np\i  1 


U.S. 


^ 


* 9 


2 


m 


*  j'r  r 


p 


r  r J  J  t  r  i  r 


# — # 


o 


i 


£ 


g 


U.S. 


p 


p 


p3p=p 


B 


1= 


o 


?¥»*  r  irc;J  J]|J  arpir  trp'r  ir  rj-J-  p 


^k 


i 


U.S. 


Bt 


^^P 


i«     ■ 


^ 


§? 


M 


Un  poco  movido 


m  j'ippppr  ipppJ'r  I  ^ 


a 


K=X 


*l 


g  pp  J'J>J   I  J.  >  JJ  lJ>  Ji'J'J  ll/HH 


y^  ppppt  ' p n n JT  'r  j,J,J  ij.  j>hi 


§s^ 


# — # 


# 


■     ■ 


a 


0 — 0 


v ,  i  I  r 


U.S. 


# * 


1*-1- 


^b  j)U^^"ir  or  Mr  pCrpic/rf  p 


I  r  p  r  p  if  i J-  m  tis^=^ 
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fo  j  j>  i  m  n  j>  j»j>JMr  pf^gf 


<**- 


Netherlands 


^ t  JNeineriai 


^s 


# 


g 


p 


22 


22 


<9 (•— I — ^ 


£3 


i 


i 


U.S. 


«e^ 


m 


Pps 


-^        ta=J 


Allegro  e  vivace 


a 


fe^ 


^P? 


3 


> a   >  ^^^ 


^-^      a 


2> 


£ 


^ 


# 


MENDELSSOHN 


cresc.  tf^—^^ 

"•■{.am  i 


a      z     s      _    »     I     ^-'^        _   ^ 


Mt  p  ip  Pp  j>iJ>Jy  ^li'i'i'jMi'^  i 


p  i  i  i  i  iPpf  j>  i  j*  jjj  J'  iJ>j)j 


Creole 


y^w  r  ir  r^ 


i 


r f  ir  *  r 


si 


#^# 


BACH 


r  r  if 
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Dictation  —  Melodies 


feEfc 


y r  p if  r  hpppt  p|J-j y|g^r piJ-* 


France 


V^'r  pirM i^p^'r  p  ir'r  ywt  p '^ 


0       '                                                                          M 

ffi>U      * J i— -*— -m- J        J        *        * J      J       *       m —t— d 

BACH 


% 


m 


m 


n # 


^''i  jiij,j>j  ufrif  J  J  i  J  JTUff^^ 


$>lr  r  r  ir"cJ'f'iT  "  PI  JJ^fP 

p  r  p  r  1 1 1  i  ir  f  i  mmjmim 


m 


Scotland 

1 


g       W 


i       « 


g  U'r'  r  i  r  r  W 


Tyrol 


Section  9. 


Notes  To  The  Teacher 
Sections  9  and  10  are  again  drill  sections;  all  the  work  should  be 
prepared  and  performed  in  class.  These  two  sections  will  consummate 
the  first  part  of  the  year's  work.  The  following  material  is  covered  in 
these  sections: 

Rhythm 

Patterns  from  compositions ;  to  be  intoned 

Unmeasured  melodies,  indication  of  the  metre  and  bar  lines  by 
students 

Sight  singing:  melodies 
Dictation:  melodies 

Rhythm.  Instead  of  the  type  of  concentrated  rhythmic  patterns  we 
have  used  thus  far,  we  now  substitute  patterns  taken  from  compositions. 
These  will  present  a  wide  variety  of  rhythmic  patterns  in  groups  longer 
than  the  four  measures  we  have  been  using.  The  attempt  should  be  to 
establish  a  rhythmic  flow.  This  will  be  aided  if  the  student  will  beat 
only  the  first  beat  of  each  measure. 

Rhythm 

Intone  the  following: 

Con  moto 


Fine 


I  ). )  rm  i  rrn  j  i  rm  j  i  rm  rm  i  rm  j 

J>.     $  J>.      >    I   rTTl    J>    J)    I  J>.     J>  J>.    i  I    J    J    J    J    J>    J>laa 

Allegretto 

I  rm  i  rmn  i  j  d  \  j  n  i  J  J  i 
rrtn  i j~j  jm i j  jm in  j  i  m/]  u  i 
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Calmato  con  espressione 

I  j  j  j  i  j.   rn  i  m_m_m_  i 

___  __-     — »—         s  DEBUSSY 

jn_ni_TnjjTn  jm  rn  \  I    n 

Allegretto 

g  j>  i  j  j)  rn  i  j.  j  j-  i  rn  j  j>  i  izj  >  j)  i 

Germany 

j   j)  j  j)  i  j.  j  j)  i  j~n  m  i  j^j    i 

Indicate  the  metre  and  the  position  of  bar  lines  of  each  of  the  fol- 
lowing melodies: 

Lento 


Mc 


r  r^jr  pptf^r  J r  r qt  pps^^ 


B 


1* 


^ 


SCHUBERT 


;?  Cj- J  r  :jp  p  r  jr  r  [jr  ppcjteH  i 


a 


Andante 


p  ,i  j  r  r  lt  r  r  J  n  j  ,n  r  ^ 


Germany 


# 


fe£^ 


3 


^ 


f 


hj  j  j  r  '  u  r^g 


$ 


P   UT|  1 


Hungary 


crrrfrrPr  r  r 


£ 


Sight  Singing  —  Melodies 

♦  Hiijj'n  hjmj  rh j  jr 'i'  I  bi  ^ 


j~3j  jijiii-pJ  Lpir  [j r  cj 


g      g 


P 


ppt  cj  if  r  f  J"JirprpiJ  Jj:ij  jiji 
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j  j>j>j  j>.HJ~JJ  ??  i  r  j  J*f  a 


U.S. 


Moderately  fast 


fr'M  jIWJUiJHJ'JJiJ  J'l^JWl^VJ  p 


j)jJ)J)J'J?  lJ]J'J)j  ^lj)J)J)j)J'>U'j)J) 


U.S. 


& 


Andante 


f|j>j>j>ij>jppippp-pipj'j  rp-j.'j)^^ 


p  ppipip»J'p>  ijjpjiitJ'JjjumpjiJO'Jjj 


espress.       dim. 


MENDELSSOHN 


'^Mp-JjMp^JI^'pplpPp-JlJ?^ 


a 


Allegro  vivace 


ii  j>  ij  ji  J>>  jij  j>jbj)|J>J)J^J>J>jp-  gj  i 


S 


S 


pP"  iJIJIpP'  P  ipppppp  \'n 


^BE 


pppr  j>  if  pp  i  iJ  J/-^ij^j  >ij.i,j  j> 


l>J   HJ-  J.  in  J.  V'J'J'i^p  J>.i>^ 


^ 


MENDELSSOHN 


i>j>j>j  i  u  B  j>ii"  ippppp^'if  u  i  m 


nu\  ffCPiPPPr  p  iiir-  mr  ^  e  ir'r  I 
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ag  |  g  |  u  ?  1 1  f  i  1 1  p  fTr  p  1 1  g  p 


» 


g  g    1 1  |  r  g 


Netherlands 


PP^ 


a  a  i  j) 


^ 


J  i  J)  J)  u.  § 


ga  j. 


ij    lj.yJ)JMJ-JU»J)lj   *J)J>I 


P 


» 


2 


Denmark 


|ij)j)  Ij  f   J  l^p 


i^ 


«      ^ 


Andante  con  moto 


Ptfl  I  >  E  IP 


0*0 


|   CJ^  lf^£f  ll^ 


BACH 


.    Largo 


^  t  .m'jJ  ^pJ3j'j)ij  jprppi^i^ 


Ireland 


Maestoso 


« 


r  if  rr  irrf  i^ 


BACH 


Andante 


wm  U  \r  pppipT  pp  if  iip  g  i  frJ-  p  g 


B  r  P  g  l  ^ 


I  m  p"p  1 1  p 


i 


U.S. 


&* J  iJ  r  r  T  r  r  IP 


■d- 


p£ 


in 


p^ 


■*■*- 


r  r  ir  r  r 
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m 


U.S. 


r  r  i  r  r  r  '  r 


yrtrfl-i'J  J'N%  p  If  ^^g  JMJ  J>J  Jt 


gj  i'J'J)J  p  ir  p  p  g  if  p  J.    i  J.    J>  J^ 


g   J  JJ  I  If  J>J>  J>  I J  J)  J  1 1  J-  i'^ 


s  J  I  ^  p  i  r  P  r  p  i  r  P J-  i J 


o    U.S. 


Fast 


S 


1= 


Pppp  iPpJjH^g 


.v:b"  J?J?pp  iJ>J?j)j)  iMji;.  iJ  p   U   a 


U.S. 


5         ^1 


BACH 


fe£ 


j^j^rj  JJ3  Jn  ^fj^iir  iiJjtjt^,^^ 


Massig 


§| 


i 


i 


^ 


*p  ir J  r  u  Mr  J  r 


^ 


*    # 


i  J  j  J  u 


p 


^ 


J    J-  tl'    Ep     J 


II  J  J,  ,,J) 


£^ 


BRAHMS 


B  ffi;  B      f     '  - 


■  JM  1 1 


f 


■m,.    nrrrrnrrrirO't-f^r^fip 


BACH 
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Andante  con  moto 


# 


fes 


j  j  i  t  n  j  1 1  j  j-  j 


fc"  c    I 


S3 


I 


^* 


Mi  l    ii  I J  JErTPJIJ  J'?^^ 


^ 


^^^ 


j' j   ,» 


p 


I  !  j  ,,i  ^ 


s^ 


3X 


f 


2> 


P     J  J     .1 


MENDELSSOHN 


m 


TT 


PP 


^^  1 1  ryrf  fy  irr  £ 


BACH 


I  ^«n  i  j) j.  p  1 1 1  u  i  j  p  i  r  ill 


U.S. 


£ 


PP3 


S 


[j  if  j  j 


fell 


Dictation  —  Melodies 


My*  jjJ'if  j)J'j>u  j)W»J>if  f^!j>  j,;; 


Switzerland 


?¥»,  p  J'  i'  J>  i  j  g  J'  P  if  FP* 


• — # 


-hi.h  l"i> 


3—1    # 


Pip'ppr'gi 


J)N-  '«i  |*   p 


Scotland 


I  PppC'Cf  ipp'p?  tfinPlLjP^i 
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upp 


f 


u 


i  r 


♦=-■ <5h 


& 


r  ir^'rrPP1 


j  J  ip~j"pp  i J- J j> j) ij  ri"ppj^ 


l  r 


|tt  *p "pp  Mjt*j  j^j  i  j----j» 


w 


England 


±==r 


ppj''r  r"r '  r~ p cj*  i J<J,J  i^i 


^^ 


^^ 


J^J  [■    P    1  v^J  a  ft 


^pts 


fei 


^"  g 


Tyrol 


P  j;jf  (i  iQj.  p  iJ'jfj-^  i^ 


Section  10. 


Rhythm 


Intone  the  following: 


Adagio 


HAYDN 


Allegro 

j>  >  *  ht3  u>> ,  m  i j  rm  mhrni  i 
rm  rm  rm  i  j  j>  m  \n  n  n  i  «r>  >  *  Tl 

Tempo  di  menuetto 

I  j  i^  ^m^^  rninuijji] 

.  .  |  3  3 3 HAYDN 

it  J>  >  JT3|J>  J>.r  J    l/Tl/n/TJ  iJ  JT3JT3U   *    I 

Allegretto 

Indicate  the  metre  and  the  position  of  the  bar  lines  of  each  of  the 
following  melodies: 


# 


k 


a 


m 


j  n*  H  m 


«Zg5       ■ 


p  r:jjj.rj.  j^ 


5P 


tS»- 


w 


p  I  J  p  -*-r  r  j  p  |  |  I    ^ 
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gg  p  f  p  p  j  j 


-^- 


^ 


93 

Ireland 


•«■ 


^P^l 


|   nii|  U  r  ri    l'i   I   ni  i  U  nnHl    I  l| 


gg  cjf  J,J  Lracj*'1  u i1 


0—  ~m 


&*- 


kth\  ^f  rjT  trr-pr  J  J*^^ 


England 


Sight  Singing  —  Melodies 


Moderato 


^m 


i 


j  j  I  B  HH 


£ 


^ 


tS'-1 


SCHUBERT 


# 


i 


P 


^ 


^ 


tSM 


Allegro 


^^^^Jj/3^  J!£3  *'£££/ ^I/'Cr^Cj* 


BARTOK 


pti^/"  "y^     — — — 


^»ujj  ^j  uj  w  nam 


^m 


■»i«  'pcju-i'mf 


'fin  ,Tr  if f rri»rfi>r 


m 


f 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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Pi 


i= 


mm  r  t  r 


f^ 


# — # 


i 


r  T"r  ir  r  '^ 


BACH 


J    iJ    J 


i 


? 


© 7 


#2= 


g^i  j>i%pir  P"piJ  p-^'u  j  j>i%p 


l^  (jB^\?  >  p  urTTp-m-p p  > p  ip-p^ ^  i 


Wales 


Mc 


P  P   >  J>  1J'  0P  p   I^JP  I  IPP'PP 


S 


»  i n  i  j  J  JS 


J  a  j  M  cirr  I 


^ 


^^    ^ 


p 


5—     -J! 


m  ?n  i  FJ  n-j  p^j 


■      i  a 


«=? 


p  Mrr  r  U-fi 


J  -H.  I J  J    i Je3 


f  J  J  Jugj  j  mm 


U.S. 


^i 


f 


$b''"  -*h'j  J J  J^'f^Trjrij  jiJJ^p'J 


z>p 


oi 


b"    J    J'.  JiJ    I    IT-JTjf    I  p  p  ^TTpJTl 


71 
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m 


ritard 


p»l 


-^~ 


-e- 


, do      MENDELSSOHN 


?m 


•  sJiQ 


y»n"  i  i  r 


«- 


rf 


ia 


8g  ■  f  •  ^  I 


S 


BACH 

2 


t^- 


y ¥*  ih  Jm  S  jfl  Jfl  i  CIS 


BACH 

jr  i  ji 


a    i    i  i 

4     ■       I   a 


I 


■» — ^w- 


-Gh 


m 


0  m 


e       0 


J*    J    J    J    lij 


M,-j/;  m 


-& w 


-&- 


$mm 


U.S. 


m 


-&- 


TT 


J1*J1N  J  J  ■'  l-U  J  i  I '  j  j  j 


0        0 


i 


P 


feM^ 


-5-^- 


3 


P  i  r  r  ry7 


^ 


Ireland 


"» »" 


fr  t  n  i  cxijf  eg/ 1  tier 


*  * 


ji ^ 


m 


f  f  I    I    H    I  »  •  _ 

Andante 


J    n  iJ 


^^ 


3 


£& 


U.S. 


d     * 


g  1  Q  j  i  ere/  iM  I 


Pf 


Mi  p  a  g 
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m  Qffftffw  g  |  a  if  fe  i  i  [j  p  i 


^ 


I 


i=§ 


f  »  r> 


g    B    5   I 


^ 


# 


g  D  pfi£r  ilt  fa 


1    i    g  1 


MOZART 


^ 


--s  -        »      *-      -  MUM 


s 


j  j  i  j  ^#= 


i 


U.S. 


$-J  J  I  J 


^ 


tS» # 


■#* 


q    glow        u       .    K      K      I .  

p  j?  i  j)  J)  1  I  i ;'  ^=^=»  i  i  wo  ii 


^ 


tip^j   i  j> 


c^ 


U.S. 


^    U  m 


'•  i  '  Jwi- 


m  Jir  j»ppp  i  P  J>jj'ir  J>j>j)j>iJ  j] 


U.S. 


i   J'  I  J'  I  J'  J    .M    «^    P  Iff'  ^J1  J  J>  Ir    J?  J 

d'     \  d1.    d   d'  J      0    i  ;      r     i  p  j     j     g     [  f      jf  d 


** 


Innig 


S  J  1 J    j 


i 


^W 


^^ 


a      i 


*fr 


m 


t 


m 


i 


P^F 
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BRAHMS 


t* 


3 


i 


a 


P 


£ 


£ 


in  J  U  J  J  ir  fit  r  a  J 


^ 


i 


U.S. 


nn 


m 


O 


I 


j  u  j  j  m  \}4i  u  m  j  r  j 


U.S. 


^ 


r   i  i  i  J  i  g  Ji  |  '  J- 


Dictation  —  Melodies 


M'pip  p  r  p-Ju^ J  >J  iJf^Ff 


Germany 


j  nVp-pipp-f  (i- JiJ)^  J>j>u>tir  pj>u>. 


^ 


^5 


i'i-^J  Tp 


i 


«'    a^  * 


Germany 


7i  i  J-  J]r  irpr  irpr  <r 


%  -^ipp  p  Hip  imS  i  p  p  p  ip  p  i  g 


Switzerland 


P  ppP  j'  l^ffp  U  IP  ppP  J'  If    l- 
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k  v^n^irT^'ppp r  P'  P  r  "i 


Sicily 


r  p  p  1 1  t  tu-P  i  r  *p  r  p  i  r  m 


2= 


a 


g  g  g  a  =i=Tn 


^LfClijjrCT 


^ 


9 ¥ 


cH^M^ 


3^ 


a 


Austria 


■» — P" 


CJ  LJ  Vj 


f 


? 


Part  II 


Introduction 

You  have  now  completed  the  first  half  of  this  elementary  study  in 
musicianship.  Some  of  the  lessons  of  the  first  ten  sections  are  com- 
pletely learned.  Others  are  still  in  the  process  of  assimilation.  It  will 
be  that  way  in  all  your  musical  experiences.  You  will  be  gaining  new 
skills  while  others  are  settling  in  your  mind. 

By  this  time  the  identification  of  notes  on  the  treble  and  bass  staves 
is  no  longer  a  problem.  Basic  concepts  of  metre  and  the  performance 
of  many  rhythmic  figures  are  already  set.  You  know  the  major  and 
the  minor  scales,  but  they  are  far  from  complete  tools  as  yet.  Your 
ability  in  sight  singing  and  taking  dictation  of  simple  melodies  has 
begun  to  grow.  These  will  all  be  used  continually  throughout  our 
studies. 

One  estimate  of  accomplishment,  however,  must  come  from  you  alone. 
Have  you  developed  a  disciplined  system  of  orderly  practice?  Are  you 
aware  at  each  point  in  your  practicing  of  what  you  are  trying  to  ac- 
complish? Does  your  practicing  include  much  wasted,  unconcentrated 
time  ?  Have  you  learned  to  solve  new  problems  with  the  knowledge  and 
techniques  you  already  have? 

Other  than  the  acquisition  of  some  of  the  simplest  basic  skills,  the 
most  important  task  of  beginning  musicians  is  to  develop  a  disciplined 
musical  approach.  Always  keep  in  mind  the  importance  of  performing 
each  work  fully,  be  it  a  short  melody  or  a  full  symphony.  If  you  learn 
to  perceive  and  perform  the  complete  meanings  of  melodies  during 
this  year,  the  expression  of  larger  and  grander  musical  ideas  will  be 
very  much  easier. 


Section  11. 


Notes  To  The  Teacher 

With  the  beginning  of  the  second  part  of  the  course  in  elementary 
musicianship,  it  is  of  paramount  importance  that  the  teacher  take  stock 
of  what  is  already  accomplished.  This  should  have  been  done  in  the 
work  of  Sections  9  and  10.  If  some  time  elapses  between  the  first  and 
second  terms,  it  might  be  wise  to  review  the  last  two  sections  before 
going  ahead. 

Of  the  new  material  to  be  taught  in  Part  II,  there  are  two  major 
elements:  the  study  of  intervals  and  the  analysis  of  melodic  movement. 
Other  new  work  develops  more  directly  from  the  preceding  sections 
and  concerns  chromaticism,  modulation,  transposition,  and  the  C  clefs. 

The  compositions  in  the  appendix  will  be  particularly  useful  from 
this  point  on.  The  regular  sight  singing  study  should  be  supplemented 
by  impromptu  choral  sessions  using  rounds,  canons,  and  part  composi- 
tions. The  performance  of  these  by  the  class  will  satisfy  the  need  in 
students  for  a  sense  of  accomplishment.  The  aesthetic  satisfaction  in 
singing  complete  compositions  involves  an  important  broadening  of 
student  musical  perspectives.  Fit  the  choral  sessions  into  the  scheme  of 
lessons  as  you  deem  wise.  Some  teachers  may  want  to  establish  regular 
periods  of  group  singing.  Others  may  want  to  use  choral  techniques 
to  give  the  class  a  lift  at  strategic  points  in  the  term's  work.  No  matter 
how  the  compositions  are  utilized,  the  emphasis  on  larger  and  more 
complete  aesthetic  experiences  must  be  made. 

Section  11  covers  the  following: 

Intervals 
Drills 
Dictation 
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Practice 

Review  of  major  scales  from  one  tone 

Minor  scales  from  one  tone 

Intervals 
Rhythm 

Unmeasured  melodies;  indication  of  metre  and  bar  lines  by  students 

Patterns  from  compositions  to  be  intoned 
Sight  singing:  melodies 
Dictation:  melodies 

Intervals.  We  approach  the  problem  of  intervals  in  two  ways.  First 
come  the  hearing  and  manipulation  of  intervals  conceived  absolutely, 
i.e.,  as  a  space  measured  in  terms  of  the  major  key  of  the  lower  tone. 
The  next  few  weeks'  work  will  continue  on  this  basis  solely.  Then 
we  begin  to  work  with  the  intervals  as  they  appear  in  major  and  minor 
tonalities.  It  is  vital  in  teaching  intervals  that  students  be  taught  a 
method  in  singing  and  measuring  leaps.  The  major  scale  pattern  is 
the  best  tool  for  measurement,  and  by  this  time  the  student  can  already 
think  in  major  with  some  facility.  If  you  adhere  to  the  method  strictly, 
the  usual  student  feeling  of  being  overwhelmed  by  interval  study  will 
be  avoided. 

Intervals 

An  interval  exists  whenever  two  tones  are  sounded,  either  simultan- 
eously or  successively.  The  interval  between  two  tones  is  the  distance 
that  separates  them.  In  Section  5,  the  measurement  of  intervals  was 
explained.  If  you  are  able  to  measure  intervals  on  the  printed  page, 
your  studies  in  the  sound  and  manipulation  of  intervals  will  be  facili- 
tated. Review  the  explanations  in  Section  5. 

Drill 

Write  all  the  intervals  on  page  106  from  each  of  the  twelve  tones. 

We  study  the  sound,  structure,  and  nature  of  intervals  for  two  rea- 
sons. First,  intervals  are  always  present  in  music,  even  in  the  simplest 
one-voice  compositions.  We  must  know  all  the  intervals  to  be  able  to 
read  as  well  as  to  develop  an  understanding  through  listening.  Sec- 
ond, the  study  of  intervals  is  the  initial  preparation  for  future 
studies  of  music  more  complex  than  one-voice  melodies.  An  interval 
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sounded  simultaneously  is  already  two  voices.  The  disciplines  of  har- 
mony and  counterpoint  lead  to  an  understanding  of  three-,  four-,  five- 
voice  and  even  more  complex  music.  Our  work  with  intervals  will  ap- 
proach the  study  of  more  complex  musical  structures. 

Intervals  are  measured  for  size  and  quality  in  terms  of  the  major 
key  of  the  lower  tone.  Whenever  an  interval  is  to  be  measured,  even 
in  a  composition,  one  can  measure  accurately  through  the  major  key 
of  the  lower  tone,  which  is  therefore  considered  (for  the  moment)  the 
tonic.  In  a  composition  in  Eb  major,  for  example,  the  interval  from 
F  q  up  to  D  1]  will  be  measured  from  F  in  the  key  of  F  major.  The 
interval  is  a  Major  sixth,  since  D  is  in  the  key  of  F  major,  and  six 
letter  names  separate  the  tones  (F,  G,  A,  B,  C,  D). 
Drill 

Measure  the  following  intervals: 


i 


_Q_ 


«- 


ZEC 


ZEE 


-»- 


g 


k 


EC 


ZEE 


jQl 


te 


P5F 

4 


fce** 


o»: 


zee 


£*_ 


i 


EC 


* 


iif-e- 


3X 


& 


-©- 


EC 


t>H°  jj 


-e- 


* 


;::n: 


T 


-€*- 


-©- 


In  the  following  melody  measure  the  intervals  between  each  tone 
and  the  following  tone: 


?#rff 


s 


r  r  r  r  i  rP  r  i 


w1 


u  r  J  ir 


m 


^ 


«5 


^ 


p£ 


5= 


P 


P 


* 


^^ 


i 


IZZ 


#=> 


^ 


p 


g#i 


(Zm  p 


m 


rrr ,  r  crff),,^ 


Dictation 

The  following  intervals  will  be  dictated.  Think  the  lower  tone,  think 
the  upper  tone,  then  measure  the  distance  between  by  singing  up  the 
major  scale  of  the  lower  tone.  Since  not  all  intervals  are  Major  or 
Perfect  in  quality,  you  will  have  to  manipulate  the  changes  in  half 
steps  from  the  major  scale. 
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In  this  dictation  write  only  the  size  and  quality  of  the  intervals 
sounded. 


m 


£ 


-O- 


HT 


-O- 


-&- 


js: 


g  in»  g 


-e» 


E 


TT 


us: 


-»- 


BE 


351 


ZEE 


-O- 


In  the  following  interval  dictation  the  teacher  will  identify  the  lower 
or  the  upper  tones.  You  are  to  write  the  other  tones  and  the  size  and 
quality  of  the  interval. 


# 


-»- 


HE 


3£eE 


::ac 


a  g  5  M8^ 


-e- 


-&■ 


P^gF 


-o- 


^^ 


The  minor  3rd,  6th,  and  7th  all  appear  in  the  pure  minor  scale. 

m 


— e— 

m  6 


m  7 


As  you  become  more  familiar  with  the  intervals,  you  will  be  able 
to  measure  these  minor  intervals  directly  from  the  minor  scale. 

Practice 

( 1 )  Review  and  sing  all  major  scales  from  one  tone. 

(2)  Sing  all  minor  scales  from  one  tone.  During  the  first  week 
sing  only  in  the  octave  C  —  C. 


iC  minor 


>r q    u  minor m 

p  .  °'"u  "   p== i  -  i 


E  minor 


Pm  ip 


i 


F  minor 


#    |iu    P*      g 


^F^ 


XE 


G  minor 


A  minor 


i  ^  »^ 


■      o 


l>o     * 


$<■..»'•  = 


33: 
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kBl> 


minor 


B  minor 


f>»  E    1"> 


m 


K     »    * 


-o- 


yg  I"     °  ^ 


"ff* 


-<;> 


F(t 


minor 


«F 


minor 


JE 


,    Jol 


g     o 


HE 


ZEE 


f 


Gfl   minor 


W* 


w © — ff 


D|  mi 


minor 


Wu   .  ||.  »o  §    °"-   ||(ff        tfu<t.  ||„t>>  ||..    g 


TF 


(3)   Measure  and  sing  the  following  intervals.  Sound  the  lower 
tone  on  a  piano,  and  sing  up  the  scale  until  you  sing  the  upper  tone. 
Then  sing  the  leap  from  the  lower  tone  to  the  upper  tone.  Also  sing 
DOWN  from  the  upper  tone  to  the  lower. 
Example:  Sing: 


$ 


ZEE 


^=^p5 


ZH 


4*— fr 


In  A  major,  sing  up  to  F#  and  then  down  to  F  I)  ,  a  half  step.  Since 
F#  is  the  6th  degree  of  the  A  major  scale,  the  interval  A  —  F  \\  is  a 
minor  6th   (m6). 

Rhythm 
Indicate  the  metre  and  the  position  of  the  bar  lines  in  each  of  the 
following  melodies. 


Molto  allegro 


m  "fjjLr b m 


*£ 


^pj 


UJ  t  '  Lf 


SECTION    11 


105 


a 


•  j>>  >*£-f  >  r_J£ 


MOZART 


r ,  J  >* 


? 


P  u--1  Uj* 


Andante  cantabile 


^ 


PPP 


#-^h* 


tf^ — fi-^ g  ~ 


^ 


g  P  U*  g  J'  p  >  J?  J   j=j 


MOZART 


^PPP 


Allegretto 


i 


^ 


& 


*  p    u^  e 


Lir  i  P  g  ^ 


MOZART 


S 


^ 


Allegretto 


;  p  >p  *"r  l  r 


* 


U  p  r  qP 


P  p  r  I  l!lU 


rrp  \  P  >T  if 


i 


*   # 


MOZART 


»   g    0  -    ? 


w 


& 


p 


Intone  the  following  rhythmic  patterns 


Moderato 


c  t  rm  rm  rrm  rm  \  rrm  rm  nm  n 

B/ " 


BACH 


Vivace 


I  j.  ,jjnij.  >)nu.  ,)nmnniJT3mm 

^t  o  <J  9 


3  3  3 


j  .nn  ijtijtdjt3  ij  nmmnim  i  nnn  i  j 


BACH 


Allegretto 


BACH 


j  j  I  j  j  *  I  j  j  j  I  j  /m  i  j  j  i  j  j  >  i  j  j  j  i  j. 


Grave  adagio 


BACH 
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■'■"'"',»  jiij)>jiMJT^n:r  \ injpfcga 


U.S. 


gfe      J'J^ 


^ 


FP^ 


IF 


^ — #- «— 


j  '  JlMfl  l  i  i  lijj.  »  Mi  11  H|  i  i  g  if 


O  Oi 


TO^J  ipp^J  jijiPj'Jj^ 


U.S. 


^?§ 


With  enthusiasm 


v¥»b  jMppppJ'iJ  J' j  J>iBp?r(!i  r  a 


Si  r  g  i  p  p 


6  P  P  J  M 


3 


U.S. 


P  P  p  P  -'p '  r  r 


i 


3 


J?ffN 


f 


f 


J    ■  i  \.f  i 


iSM 9 


EZS 


3: 


P 


3 


£ 


i 


U.S. 


77~r 


^gftSu 


^^ 


p    » 


gfe  J  j  i 


# 


i 


r  r  i  r  r  r 


o 


y¥«u«   1 


15^ 


r  i  r  r  r  I J  J  J 


U.S. 


£ 
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kh\n  vw  |T  il p  pt^  >  1 1  g  1 1  >te 


w  r  ill  lU'ppJ'  m  ^M  rOpJ'a 


gjj 1  j  j  j  ^ 


a 


O  France 


I 


9 + 


i 


Andante 


g  Si    i  t  J) 


p   p  p    1  p    J'  J>  1  /t3  j  P  I  p 


m 


*f 


J  r?  i  J 


^ 


rf 


m 


U.S. 


r  p  i J  r- 


#  ■  # 


s  t p  j  i  j^jjj  i  j  jjjj  i j. |  iij^^ 


yq  UTij  j  1  j  j  j  isjjjj  ftjjnii* 


Armenia 


?u  j.  j?  i^o j  j  »  jjjj  bj  un  '  j-m 


faS 


a 


S 


p  HiUpp  B  If  ^^ 


f 


#^-# 


#    # 


«m — •-# 


P  J?  ii i  nn- ii    ;  lunui'iuiii  ii 


HA    j. 


ustria 


i  r;p^iJ  j>iui  -HJ j>j  gs  pr  pi  ftwi 


FP 


gift  l  j  i  ji  te  1 1  j>  i_  j,_n  j)  7 
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p  J   J  i 


#* 


Sardinia 


^^ 


^yi  i  J^'ipf 


I  JiJ^J  J 


zzz: 


g|  j  J  J  i  r  ^pji 


i'J   4  '  4. 


i     I    s 


is  J  J>  i'  i  r  J  i  rr  r 


T-«-T1 


# # 


^____^_, .  Sicily 

si   j.  i  j  J  J  i  r  J i  jjj  j  i i  j^^ 


te  j>j'if  p  | p i r  r  ppir  p-pr  | \{i  m 


j,  |  i  j  j  §n 

#« * ' " W 


Madeira 


B    J    J 


■=? 


y¥»i  j  s  hj  j 


P  J  J  [/^  i^p 


m 


sS 


?^##i 


j  i  j  .i'j'oij  i  j  j)j> 


t 


aa  j  jp^ijjjj  jij  ju^^^ 


I  ^pjJ'JjljjflCfflliU  r^lr  ^ 


*£ 


r  r  ^ '  P 


^J^f-^ 


Albania 

fis     ■■■■ 
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i  r  ppiJ-pir  r  if  >J>mip£^gg 


p  j  ^.iJ^iJ'tfOiii;ir  i  ifrpJU-JJi 


|N  Pir  i  iftpJU- jhJ  r  I  > j> ij> j>.r> j> 


Greece 


I*  nn  \Pip  ir  >jjJIJI|hi>iJiln^^^ 


?»»  p  i'j>u.j>i  J I  J  >j)ir'piJ5 


*g  '  **  ? 


.•»■  i  ■  j  J..BIJ.  ,ninnif  hq.i'h^ 


S  J  JJlJ  HC^J'JMJ.jglJfl  J  >j)l|,jiiJi 


Greece 


:/>:'  jJjJ  '  J^JJ !  J  >  j '  ju^'O  §  I j  r '  P 


Dictation  —  Melodies 


Con  anima 


p  -2  >  J)  1 1  j  J>  I  J    J)  J)  J'  |  I  f    |  J)  |  Jg 


I 


& * 


n  i  J-  J' 


m 


^S^  "J*^         Spain 


i 


Andante 


>ppir  i  i?i  Jr^ipr  i^ppir  p 
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Q    k Spain 

P  >ppip  ripppi  j,J)pip  ri?  J,pTprir  p 


Allegretto 


§   J)  |  g  j  |  (up-iiTl  |  ^^H 


I 


^^ 


^ 


Portugal 


I  r  "  r 


mm 


p^pp 


tSlow      ■— ■> 


i  I J^  j  j  ^ppp 


J   E  h 
•       J' 


*=* 


=3= 


Section  12. 


Notes  To  The  Teacher 

Section  12  is  a  drill  section.  The  concentration  of  work  in  class  will 
enable  you  to  guarantee  that  practice  procedures  are  integrated  and 
that  the  approach  to  intervals  is  understood. 

It  is  most  important  to  remind  the  student  and  dwell  on  the  problem 
of  writing  the  tempo  indications  of  dictation  melodies  accurately.  This 
problem  was  stated  in  Section  5  when  melodic  dictation  was  begun. 
The  students  should  already  evidence  a  growing  aesthetic  of  tempo. 
The  renewed  emphasis  on  this  problem  anticipates  the  dictation  of 
more  difficult  and  more  subtle  melodies. 

Section  12  covers  the  following: 

Practice 

Minor  scales  from  one  tone 

Major  scales  from  one  tone;  two  octaves 

Intervals 
Rhythm 

Patterns  from  compositions  to  be  intoned 

Unmeasured  melodies;  indication  of  metre  and  bar  lines  by  students 
Intervals:  measurement  drill 
Dictation 

Intervals 

Melodies 
Sight  singing:  melodies 

Practice 

Sing  the  minor  scales  from  one  tone.  From  D  —  D#  —  Db  they 
will  be  as  follows: 
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D  minor 


E  minor 


=£*= 


o     * 


#  u   •  g 


,     o  p     °     E 


s 


F  %    minor 


G  minor 


-k>      *     9: 


g       >     #   ff"   % 


zn: 


1>#         »        ° 


TT 


A  minor 


B  minor 


»     " 


^^ 


#      P 


•      o 


#   :pn 


'!*■ •" 


-» — o- 


TT 


C  minor 


c# 


minor 


¥=5^ 


.w>«  g  = 


##    o  11*  BE 


#  l?o     g 


-e- 


G  #  mi 


minor 


Dj 


minor 


|  j  it*  1 1[- ffo    1$  |=  „.  p  a>  ii" 


<    pi  IB 


w 


F  minor 


Bt 


minor 


=  U    »    '  B  b'    "  ^ 


>»  5  fe 


a  po 


«- 


bo    1>*     q 


E  t>    minor 


i,t.  a  i»^^ 


Sing  the  major  scales  from  one  tone.  Extend  the  scales  over  two 
>ctaves.  In  singing  the  second  octave  you  will  find  that  the  key  tone 
isserts  itself  strongly. 

Measure  and  sing  the  following  intervals: 


m 


3T 


_Ql 


-&- 


w 


-e- 


# 


331 


fe 


Q  1 


^ 


brs^* 


S 


XE 


TJ" 


** 


::u: 


I 


$ 


H 


3ffi 


-e- 


HE 


XE 


3X 


i 


=€?E 


IE 


:£ 


LH_ 
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Rhythm 
Intone  the  following  patterns: 

'  7  BA" 


BACH 


rmm  rm\rmm  rm\rmrmrm\rmi  j 

'  '  '  '  i 

rm  m^rm  \rm m^rm  \rm  rm  nuj 


BACH 


Indicate  the  metre  and  bar  lines  in  each  of  the  following  melodies 


jg       /ppJ'pPPJ'ppgpp    P  p  J?    |     |   p    p 


y^  ppp  pppjp  pfl'pp  p  p*?I 


f* — ?—+ 


U.S. 


g  Lrp  ppj,pgp'  ^p  p-ppp^ 


ss 


ii  j'  g  p 


j  ppJ  j  j>Jj  fp^ 


sft 


ii  J  H  J  J  P  p  J  J  J,J'J  J  e^g 


^ 


U.S. 


y  p  J   t>  j)  J,  J    J  Jl  J^ 


"* V 2T 


y  j?  j  j  j  i  _  i .  j  f  p  j 


&     &    &- 


p 
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I 


o 


O   U.S. 


I   r  p  p  p  p  p  p  r  '  p  p  r  r  r  r  p '• 


j'n'  JJ'.iJjiji^  iiJ>  j J  JJ>p  JpP-  p 


pi  pr  |  M  m  1 1  n>.  t )  i<=^£f 


*A 


i[tt    j  j  iJl    i>  J'  J.    jiJ^Ji  J,    jJJJi  p   M 


*i 


pp    pJj'j!J.J'J    gg  J-pppp-  pp 


ou.s. 


i 


Intervals  —  Measurement  Drill 

Complete  the  following  intervals  above  and  below  the  given  notes 


XE 


* 


XE 


* 


E 


XE 


I 


:::»    mi 


3Ei^: 


-©- 


XT 


w 


M2    m6    A4     P4      P6    M6     D5     m3    M2      M7     P8    A2    m2      M7   D7 


m 


Intervals 


Dictation 


4o 


^■°»v  v  .*£  iy|;,y  j m  ^ 


XT 


Melodies 


m  J  id  J' i  J  nJ  j) i  j  h^l J  j,J  i'l J  ^ 


pw  Jji^i 


* 


J4  HJ  J>J  J|J  J'f    Hp  p  J  S  g  i 
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Iceland 


IT"* 


S 


PiJ  i;J  ju.j  >\ihnr  Pi»r-r> 


*  i  ■ 


»«"pl    Bf 


ig 


1 1  j>  ^  p  i  q  I  p  i  p  m  ^^ 


te 


& 


m 


PMg  l^^l^tffl 


Sweden 


p  y  j,  i  g  J  a  i  r  |  8 


S 


$"  r  ?p  'JlJp  P  i  jup  J'  1^ 


Sweden 


Sight  Singing  —  Melodies 


i/\K  §  a  p  r  i  i  p  r  ffiCf  p J  1  i 


^  §  j  j  Jy  p^ 


iifi 


.Italy 


yifl  J)  j)  J)  J) J' J 


|£=F^ 


J     J)  J    J)  I J    J)  J     j) 

9 # — ™ ^ — •— • ™ •- 


■        ■ 


Canada 


g  J>  J>J>J>  J>  J>  IJ    J' J  \  |J    J>JrJ»J)  Ij.jJ.J)^ 


^i»jjijljjij)!jjiJ^iJ  J 


? 
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m  j  jJip 


* — w 


m 


±^Mi 


Canada 


gS     I     h    P1J      Is  I  I    J   jg 


F3^ 


* 


Hm  ppp  ir  pi  p  t^pp  ir  p r n i r* p p p 


if"itt  i  i  r  |i  i1  I'J'J'U'jJ'f  ,m,i^^ 


i?Pi  r 


Canada 


P  r  pi  J 


p^ 


Ireland 


?»«V  pgiPpp/ppipp^ippipp^ppJU^i 


#'»  p  J  ^j  j)ii,j  j) j.  i  J-  ^'ppip  J,J  i 


r  m  ir  p 


<M- 


P         i 


England 


S 


p  r  p  J  1 1  j  j)  j.  i  J  M  p  p  p^§ 


y^«  j>  j»  i^^jj  j>  ji  i  j  j  i  j>  j  ;  ijti 


B    J>  Jj  J> 


|  ;  j  |  j)  p  T^^ 


U.S. 


S  j)  j_lj>  j  j)  i  ji  J    I  J  j,  jiij.    j 
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Qi  g> 
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MOZART 


P 


Allegro 


MOZART 


in  p    i  J77]  J]T]  I  j  j  f  iJJTjJTJI 


...  #        Andante 


jjjii  TJJ 


#=* 


J JiiJi ' 


BACH 


m  inmniJTn"nirmiirraiui 


***=9 


Andante  con  moto 


^S 


«U|J  i 


i 


t  |J  i 


^p 


& 


^z: 


/> 


MOZART 


,w  jiJ'i,J'ir  HQpJ'iJ?  J3 1 J  jrjJTi  i j  i 


Italy 

^m  J-j-^pi^j»j.i.-ir'rp^pic;J)jj^ » 


i  j  J>p  ihpp  ipp  JJig'pr  ip  s^ 


a 


jg  p-ppp.ip^jj'  u  a  ip^'p  J» ir J,J|J)J)' 


Italy 

P   J' J>  JJ»JiLMJ>  J>  J>  J>  I  p  ft  J>lf  J#i'lJ'ill>J>l>*  I 


I  js  j>  j)  /j i  J> jt J  i  jijipp  j>  i  !i>ipf  ijJ'j* 


Switzerland 


is 


i. 


iri: 


p  J'  Jl  J)  J)pp  J)  I  J)  Up  JJ^^ 
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¥*$*^ 


j  n  n 

J    4  J  P  J 


f*§=£ 


*         ^ 


gj      ,H/3 


"w*      «^7 


P    p     JjjljjJJ     J      I   J^jj 


y¥»  j.  j>n  i  j  (i  i  jj  i;j  j^pj 


Germany 


^m 


j  j  j  j'j'iji^^ 


J  jjj  j)j>u.* 


a 


Denmark 


f^f 


■       ■ 


S 


j,j,J   J   1  p  J)J>J  =£g|E 


i  1 1  j  i  j.  |  H 

=* — ^ — — w 


41  j  i  ^  m 


mm 


EX 


i ' J  i  i  '4^- 


^ 


* 


*    r    * 


3 


H    J  J.  J)  |  J  |»  >  JHJ,  J>J  J  j  J J  pp  If: 


^ 


Germany 


Section  13. 


Notes  To  The  Teacher 

Section  13  covers  the  following: 

Rhythm 

Patterns  from  compositions  to  be  intoned 

Unmeasured  melodies;   indication  of  metre  and  bar  lines  by  the 
students 
Sight  singing:  melodies 
Intervals 

Intervals  relative  to  tonalities 

The  Perfect  5th  in  major  and  minor  scales 

Absolute  intervals 
Dictation 

Intervals 

Melodies 
Practice 

Minor  scales  from  one  tone 

Major  scales  down  from  one  tone 

Intervals.  We  begin  the  study  of  intervals  within  the  scales.  Though 
the  exact  placement  of  intervals  within  the  major  and  minor  tonalities 
may  be  new  to  the  students,  the  sounds  of  the  intervals  from  the  various 
scale  degrees  will  have  been  experienced.  This  experience,  gained 
through  the  sight  singing  and  melodic  dictation  work,  must  be  refined 
and  made  exact. 

There  is  one  drill  in  Section  13  that  requires  the  teacher's  aid.  The 
teacher  will  play  indicated  chords;  students  will  sing  intervals  above 
and   below  the   top   and  bass   tones   of  the  chords.   This   drill  will 
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strengthen  the  grasp  of  absolute  intervals.  The  chords  are  constructed 
to  avoid  the  feeling  of  tonality  in  completing  the  intervals. 

Practice.  The  new  exercise  for  home  practice  involves  singing  major 
scales  down  from  a  common  tone.  The  common  tone  is  to  be  considered 
one  of  the  scale  degrees;  the  scale  is  to  be  sung  down  to  the  tonic. 

Rhythm 
Intone  the  following  patterns: 


^^^  BRAHMS 

j>>  s>m  i  j>>  yrn  ij>>  j>jtj  ij>>j>jt]  ij>>j>>j>>  ij>>  j>>j>>  n-  ii 


c  j.  j>  j  n  u  j  *  >  j>  i  j  j~3  j  n  u  j  *  j~:  u  j  j  j 

9  o  Br 

j    j   n  i  j  n  j  n  i  m  rn  rm  rrr.  i  j.  * 


BRAHMS 


j.  mj.  imm  j>>  j>  ij.  mi.\m  m )>*\)t$jun 


BRAHMS 


i>,  J)  J>  J    J>J~TlJ>>  J>J>>  >  r  J>|J>>rt  >  *  >  -U  J>J>>>*  J>|JT3  JT]  J>r> 


I  ,  j  t  n  J*  J  i  J  J  J  J  i  *  J  *  J  *  J  *  J  i  rm  ^  J7i  G 


BRAHMS 


*J71J~3   If JfJf Jf JlfJf Jf  Jf  J|/mi?J?Jf  j,JifJ71?J>. 


Indicate  the  metre  and  bar  lines  in  each  of  the  following  melodies: 


$tf  p  r  P  J,j  ^J  J> j  J'DJ'J.J  ^r 


V  j'J  j,J  P  J  J'J  J'jTJj'JHP  yp  g  ^te 


>  <  J)  J  jl 


EF1 


5  n  >iJ  i'  i,J^^ 


** 


•  » — ^-» 


SCHUBERT 


$1*  >  *  ^n  j^rip  j  „j>  n  j>  d  J  j  u 
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^   i  ^p  J  J>J>J.  <  J  J'J'J-JjiifPF 


SCHUBERT 


ff"  hd!t  nryJ  ^,JjJ  ?^^ 


ybh\    J  J'  p  ^  J  j   J  I  J.  ji J  J  j.  1 


SCHUBERT 


:wt    i  j  J.  J  J  J  if    J  j|  |  J'[»    M 


«M- 


5igA/  Singing  —  Melodies 


fc* 


HE 


p    «a> 


i  p  ip  r  Lj-'l/p  yP[  p '  ^tf'r  ^ 


H  r7  ga 

•  *J> 


^^ 


s 


F.  ZELTER 


¥ 


Zart  bewegt 


L*i  J  J  i  rP 


J     r      J 


? 


? 


mm 


^^ 


i 


BRAHMS 


P    '  i 


g 


p  i  r  m 


£^£f 


r   r  i  r  * Jp  p  i 
f  \%  r  g mp  ii  ppp  J'i 


i>j>j>j>  ir-  p  i  p  p  p  g  i  j  jl 


# 


Belgium 
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Ruhig  bewegt 


fr  j  <Tr  i  r  j 


^^ 


r  '  j-r  r 


p 


¥ 


2 


p  '  '  i  r  r q^ 


z^+± 


^^ 


3 


r  r  i  r  p  r^P 


te^ 


BACH 


i 


&===  «•  i  «■ 


y»n  pJMJ*  Jj>#j* 


S  ijn^T^J 


#^g 


P'  J^J>  J>  IJTii^Q  >IJ)j>J>4  JUJIAQ-^ 


?*  JjJ'j,^' 


i  i  U^J'J 


£ 


fc=^ 


c     *   * 


fa* 


^=* 


^ 


D  j)  juj  jnn^^ 


n~j>  j  i 


^ 


Germany 


#L-» 


y  j  j>  t  >u  •"  ij~3  Jj.  i  J^ 


Pm  I  *J|  f  l|  uij  '  i '  I  I  i|   m 


/n  ltaly 


p  I  p p cjjlt  p p i n*  rj-iir^^p 


^  Uihth^^iji^^i^nui 


$ 


^ 


MOZART 


^ 


■m 


P 


^ 
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Allegro 


gn  -   i  p  p  i  r  p  — i  *  p  p  r  ^^ 


*  «■        *       3C 


m 


2¥ 


I  a  ir  ffffr  p p i r  r  #  pp 


£^£ 


a  r  I  ^i  I  r  i  eP  if  r^g 


-i© — *-*- 


i 


B  r  »  r  I  if  r  >  r  ir  g Jir  m 


MOZART 


Wri  /  >  p  i  frr  '  P  P jl  * 


P       i 


$ 


pi  gp  r  i j.  j»(i j>i  jj  > Jupgppp j> 


a 


ii  ^rr  »■  p  ip^pppicjr  >p  ip  pr  i 


i'  ■ 


M 


MOZART 


H  1      I    I 


g  J    J    J>    j    1    f 


*3E 


? 


PRAETORIUS 


y  i  -  i 


U    "    - 


r  1 1 1  p  r  t  i  ^ 


Andante 


y^.«  - 1 


j  j  j  n  i  j-  I  a 


4is  u     i   n  i  .  I  i  ■  i  ri  I  [  =  i,  n  1 1   k,  i   i  i  i  t== 

E  B     gp  J  J  J  1  J  J  J  J  ijJ  H  1  *  P  J  IJ.  JqJ   J   I J     J    I 


MENDELSSOHN 


PS 


11  i  4 1 p  ' J  p  J  P  'J <|J  *^  w  ^  ' i 


*= 
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Bewegt  und  leise 


J  j  J    I  J.  S  J 


t>  <f?    gj     g    I  5 


i 


£ 


az 


p   p    J    l  j_J^f  lp  l  jjgl  J  i 


p  i"  y  i  i  §   i  i  i 


23 


■  j  hi  j  i  i  \  J  * 


f 


f 


p 


? 


t 


-& 


f  j  %\\*'\ 


i 


S 


^ 


$ 


p 


N^? 


2EE 


* ■-# 


J1  i     i  I  i   '  J 


BRAHMS 


.i.  * .  i  i 


^ 


•  r  ' ' "  ii 


Intervals  relative  to  tonalities 

Parallel  with  our  consideration  of  intervals  measured  absolutely  we 
shall  examine  and  hear  the  position  of  intervals  within  the  major  and 
minor  tonalities.  All  the  intervals  occur  within  the  major  and  minor 
scales.  The  Perfect  5th  can  be  heard  from  the  1st  to  the  5th  degrees 
of  the  major  scale;  or  from  the  2nd  to  the  6th  degrees.  The  minor  2nd 
can  be  heard  from  the  3rd  to  the  4th  degrees  of  the  major  scale,  and 
so  on.  We  shall  continue  working  with  intervals  absolutely  while  we 
study  these  interval  relationships  within  the  scales.  Our  ability  to  hear 
and  differentiate  the  feeling  of  each  scale  degree  will  be  a  great  help  in 
establishing  interval  recognition  within  major  and  minor  tonalities. 
The  effect  of  the  knowledge  of  intervals  within  the  tonalities  is  far 
reaching.  You  will  find  this  knowledge  useful  not  only  in  basic  skills 
like  reading,  but  also  in  much  more  advanced  disciplines,  including 
whatever  work  you  may  do  in  composition. 
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The  perfect  5th  in  major  and  minor  scales 

The  Perfect  5th  appears  in  the  major  scale  between  the  following 
scale  degrees: 


=8 


xe 


-&- 


XE 


-»- 


XE 


xe 


xe 


1 


2        6  3         7 


4        8  5       2 


6       3 


The  Perfect  5th  appears  in  the  minor  scale  between  the  following 
scale  degrees: 


»* 


XE 


_Q_ 


£». 


XE 


a 


3X1 


XE 


-€►- 


XE 


XE 


1        5 


3        7  4       8 


5        2 


6        3 


7        4 


In  E  major  sing  a  Perfect  5th  above  the  given  tones;  write  the  cor- 
rect tone;  name  the  scale  degree. 


lh**        i        i        i  i    i        i  ..    i         ii 

¥r      °    =~~q —    "          —  " 5 

In  Bb  major  sing  a  Perfect  5th  below  the  given  tones;  write  the 
correct  tone;  name  the  scale  degree. 


m 


IE 


XE 


In  C  minor  sing  a  Perfect  5th  above  the  given  tones;  write  the  cor- 
rect tone;  name  the  scale  degree. 


§H 


3X1 


3£ 


XXI 


XE 


XE 


-e- 


In  F#  minor  sing  a  Perfect  5th  below  the  given  tones;  write  the 
correct  tone ;  name  the  scale  degree. 


u 


o 


ft  li 


XE 


-e- 


XE 


^ 
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Absolute  intervals 

Measure  and  sing  the  following  intervals  above  and  below  the  given 
tones: 


-e- 


1= 


-e— e 


HE 


-»- 


m6        M3        mlO        M2         m7  m3  P6         m2  P4        M6 

Drill 

The  teacher  will  sound  the  following  chords  on  the  piano.  Students 
will  sing  a  Major  3rd  above  each  of  the  top  notes  of  the  chords,  and 
a  Perfect  5th  below  each  of  the  lowest  tones  of  the  chords. 


i 


3E 


3£ 


*Tq- 


* 


^3F 


£#= 


m 


HE 


-e- 


^ 


w 


^ 


a® 


1>jQ. 


EE 


HE 


-e- 


Intervals 


ISE 


3S 


Dictation 


ftp   i  !>' 


pg 


3E 


-O- 


IE 


HE 


-©- 


<r  ti: 


^ 


HE 


3E 


-O- 


Melodies 


y¥*«  I  u  p  p^i 


P 


?  *  J> 


gi  m  ni  j=g^ 


^3Ji.n   1 


MOZART 


gj  m  flfffir  p  J  p  ij  i>j.  j>  i j.  1 1 


b|,)l  ^nJ  TJLrt£J  iJ'JJr  i\ui\  P 


MENDELSSOHN 


p  rM) i.rJ jm irbp^ij-J'  i 
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"ii  i  ii  in  11  h  i1  r  mi  |i  rni|  j   j  i 


m  J  p  i  n  T  i'r  "iljj 


SCHUMANN 


E   J1  8 


I— =* * a* #* wr 


s 


gj  i  J'  J  J  i 


v — w*i — w — — & 


SCHUBERT 


m  i  j,  r^  rj  i  p  j »- 1  j..  j 


i 


Practice 

Continue  singing  minor  scales  from  one  tone.  The  minor  scales  from 
E  —  Eb  —  E#  are  as  follows: 


A  minor 


E 


-o- 


•      P 


#      » 


•     n 


■      o 


■     * 


m: 


B 


F# 


»   It" 


■       o 


:}*=£: 


I  p ».  ■»  \  i  ^ 


* 


c# 


fj=f 


■  * «"**  "  i  ,  n-tfo  j  oil"".  ■ 


G 


1>»      ■ 


.   bo    *    g gg 


l>o      ■      ° 


5  !>•    " 


g  fen 


j'tl      ■■     -    l'»b'      "b''"      l",     ..^1..^     ^°'-l 


D# 


j    II,.    it.    II"      \    I"   '^ 
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Major  scales  down  from  one  tone 

Sound  the  tone  B;  consider  B  the  5th  degree  of  the  major  scale 
(E  major)  ;  sing  down  to  the  tonic. 


$ 


O        m 


3^=$ 


■      o 


Now  consider  B  the  7th  tone  (C  major)  ;  sing  down  to  the  tonic. 


% 


*     • 


o     » 


-O jpr 


From  B  and  Bb  the  scales  down  from  one  tone  will  be  as  follows: 


$ 


E 


D 


o       ■ 


F# 


*      a 


g     m 


f^P 


Gb 


E  b 


bo    S   \>&=      bo    g 


» 


^ 


Q     ■    b 


«*      » 


a       # 


Ab 


"      » 


HE 


BJ  t»» 


Db 


*"  g  5    »  ^ 


XT 


Section  14. 


Notes  To  The  Teacher 
Section  14  covers  the  following: 

Rhythm 

Patterns  from  compositions  to  be  intoned 
Modulation 

Concept 

Application  to  sight  singing 
Sight  singing:  melodies 
Dictation 

Four-note  major  and  minor  scale  groups 

Absolute  intervals 

Melodies 
Intervals 

Major  and  minor  3rds 
Practice 

Minor  scales  from  one  tone 

Major  scales  down  from  one  tone 

Intervals  within  major  and  minor  keys 

Modulation.  Though  it  is  not  possible  to  explain  modulation  com- 
pletely without  a  knowledge  of  harmonic  progressions,  the  awareness 
of  modulation  in  melodies  can  be  sharpened.  Harmonic  progressions 
often  support  and  realize  modulations  already  implied  in  melodic  move- 
ment. It  is  especially  important  for  beginning  music  students  to  hear 
these  implications  of  key  change.  In  the  writing  of  harmonic  exercises, 
indeed,  even  in  much  later  work,  the  students'  ability  to  hear  melodic 
modulations  will  lead  them  to  richness  of  resources  and  skill  in  mani- 
pulation that  always  result  from  hearing  before  writing. 
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Dictation.  We  repeat  the  dictation  of  four-note  scale  groups.  Now 
the  student  will  be  asked  to  identify  two  tonalities  for  each  scale  group. 
This  dictation  exercise  should  be  done  twice;  once  for  major  and  once 
for  minor  tonalities. 

Rhythm 
Intone  the  following  patterns: 


4+2+3  ,jtj'j7j.  \>mnL\yrnni\  j>j.j  jtiij>j.j  mi  j»j.j  jtji 

8  BARTOK1 

n^m  \nj  /TrmiJ>j.j  m\nL,m\mj  nrmn 


2+2+3  nnrn\nnni\nnrn\yrn7-n\>rn>n\>n~i>T} 

8  BART 


BARTOK1 


3  +  2  +  3     J)J   J   J  J)  | J) J  J    J    J)|J>J  J    J   J)|J)J  J   J   J)  |  J.   J    J.    |  J.  J     J.    | 

8  BARTOK1 

I    ,   J     J.    I  J.    l     J.  I  J>J   J   J   J»   |J>J    J    J    J»  |J   J>J    J.   1 


2+2+2+3  ,  j ;  j ; j  y  n  \>  rrm,n  \> m~n  >n  u  j  j  j>u  j  j  j  h 

8  ^^^^  BARTOK1 

j  j  j  j  -r.it  j    nn  i  j.    m  u  i_^uj>  j  ?  i 

Modulation  is  the  technique  of  changing  tonal  centers  within  a  com- 
position. The  process  of  moving  from  one  key  to  another  is  the  modu- 
lation. 

The  technique  of  modulation  is  used  in  compositions  as  an  expres- 
sive device  to  establish  contrast  and  development.  You  have  already 
witnessed  other  contrasts,  in  rhythmic  and  melodic  motives.  These  con- 
trasts or  conflicts  are  the  sources  of  musical  movement  in  that  they 
create  tension,  interest,  climax,  and,  ultimately,  resolution.  The  con- 
trasts of  different  keys  widen  the  palette  of  compositional  color.  Modu- 
lations are  used  in  their  most  extended  and  complete  applications  in 
large  compositions,  rarely  if  at  all  in  folk  songs.  The  first  movements 
of  classical  symphonies  and  sonatas  are  essentially  built  on  the  con- 
trast of  key  centers. 

A  sudden  change  of  key  produces  a  highly  dramatic  effect.  This  use 
will  often  be  found  in  operas,  songs,  and  so  forth. 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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Application  to  sight  singing 

In  your  sight  singing  you  will  feel  when  a  new  key  center  becomes 
established. 


|§jj  a    J>  i  j  IH  J    J?  i  J   gp 


SCHUMANN 


g£ 


i)  jjhJ'  if'  j  jiij).  i^r  p  i^ 


In  the  second  phrase  of  the  Schumann  song  we  feel  that  the  tonal 
center  shifts  from  Eb  to  Bb-  In  the  process  of  moving  between  keys 
the  accidentals  of  the  new  key  are  introduced.  In  that  area  where  the 
modulation  is  taking  place  there  may  often  be  a  lack  of  clear  key  feel- 
ing. You  can  understand  the  great  importance  of  hearing  and  manipu- 
lating intervals  exactly  in  these  transitional  areas.  The  dependence 
on  key  feeling  is  cut  loose  and  an  ability  with  intervals  will  keep  the 
music  moving  until  new  moorings  are  established. 

The  most  musically  intelligent  way  to  keep  one's  bearings  through- 
out a  composition  is  to  understand  its  movement — to  be  able  to  answer 
the  questions:  "From  where  does  the  motion  come?"  "Where  does  the 
motion  go?"  For  the  moment  we  shall  delay  the  treatment  of  this 
master  of  musical  problems  until  you  are  comfortable  with  more 
of  the  basic  theoretical  and  structural  techniques. 

Sight  Singing  —  Melodies 


?»aj>  |  p  r  p  i  p  r  g  ir  pr  V  if 


»i  |  pr  t\t  pr  | i^ff  *T|r7p  i  $  Pr 


yfr 


m     m    mi 


p tlr p  gg  |  p  ir  g  & p 


ZELTER 
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Allegretto 


ffr»n  i  >  )M  if  pui1  J  j>  i j   m  j>  i 


pi  J  i  i  ji  j  i  j  >  p  p  p  i  nA-J1  j>  j>j>jh 


a 


cresc. 


& 


>  m  mi 


i  tJijj1  ^  J  6i'  j?  y  ^^ 


**— # 


* 

cresc. 


~      ritard    MENDELSSOHN 


p|  j  j)^j>j)i  J  MJ'j>i'rr  p»Vj>'i  p  i 


Ziemlich  langsam 


l  g  j  r  r  r 


£ 


I  j  I  J 


■    _     m 


g   I  r  | 


fr  m  r 


l*   T.    r    P    p     |     g    i        i    g 


BRAHMS 


ft 


$'■'"  yim^Ji  ■'  J'iJ  Jlif  p  ^ 


SCHUMANN 


fgg  r»»pp*pirr  >r  pipj^  j>.uiji- 


Allegro  con  fuoco 


ft"  ■  ip^^^M 


^ 


m  j-j 


won 


er^0 


MENDELSSOHN 


:■  i  m 


if  m  \\4 


[r  m  l  i  M  US  l  j  * " 


r'T-  u"« 


Fast 

ii  i  rj-ip  r'?p?p  i^pt  ffp  lOrjL/r/ 


p  g  p  g  it  pp  p.pp  p  i  g  p  rj  j  j>  j. 
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fe^ 


m         m   m   m 


rJ «     «za: 


fe^ 


U.S. 


*        ■    ■   * 


J    J     1    sfc 


i: 


Allegretto  grazioso 


1  >ji|f>r'tf 


8f>,   i   P=ff 


rirT  q  r 


^^ 


i    r*  b 


MOZART 


^^ 


i 


^^ 


f=t^m 


^ 


^^ 


Oi 


?Hw  ippppti 


.d 


Fine 


■      ■ 


■j    I  ■  ■  ■  ■    - 

a  1 1  e  1 1  p 


jac 


fflE 


^ 


■        ■ 


mm 


0     m 


PffPPPffpp 


U.S. 
D.C. 


m   0 


1 


E 


a  g  »  g  toretngf  i  tffit^ 


BACH 


Lebhaft 


!''''i'i    mmqi  i  i n i  i  ID,  ' 


fig 


'  r  r  i  <u  r 


fe^ 


-6* 


!¥,i"i'  hi  Diij i  m  tJji  j'i  i 


BRAHMS 


i   I  J^'p 


J/,  i  J' J     J) 


r  j  p  p i p  r^ 


I     J    J)  J1  p  1   I  r      ])  I  J>  J> 


» 


g   a 
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»  j  i  j  J  mi  i  j  j  r  r  i't  p  i  r  i  i  J  ^ 


I  JJrr'iu-rJr'r  cj"  r 


^  i  ^  g^   » 


** 


p* 


^ 


P=qi 


# 


BACH 


p^p 


f^ 


Andante 


i  fjir  q'lt  Q  i  q-'cj1  J  ^ 


$  .i^QirH'Lri'Lrijrti 


MOZART 


CBJ  J  jtr^J  d2r  P  Q  '  ^ 


j  J).  JhJ'J  J)J  J)J|p  J  J)J   JU'lJ'J  J) J    jj 


4  p  (1 J   juil  J>J  J>^  1  Jlp  J  J  J  J>.J 


I  g  p  j)  j  j  i  j,  p  j.  j  jjppii  i'iJ  g| 


U.S. 


g  i  j>j> 


J1-   a  J) 


P  J'    p 


f 


^ * 


1  Reprinted  by  permission  or  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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p  j  j)  j'  1 1  I  p  j>  1 1  I  r 


Largo 


l 


^ 


ROSSINI 


■       ■ 


m 


I 


•*lji  m 


Slowl 


>Mn  jj'j'r-upppr  i  jl^j,in|J'  i  -h-r> j>j^  j> 


»U.    ■    j>  I  J    |  p  p  i 


U.S. 


m 


jl  u  Allegro  assai         


I 


Ms* 


33 


IZ=S 


^ 


^ 


MOZART 


Mr  p  r 


s 


1   Cf 


g     I     i 


«r   i    d 


y'l^jir  r  r  ii  rf  f  it  f  I  nr  ^ir  rf  ii 


y'i  r?  ffiitr  rrif  j 


f— if 


^a^ 


1 


i 


^ 


£ 


r^nf?  rjn 


U.S. 


p 


p£ 


i 


Andante 


m 


^ 


B  «    ■    I   r  \   r 


p^¥ 


22 


p  r  J  *  j  i  J-  J|J  J  i J-  pr  cj  P  J^ 
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m 


^ 


# 


MENDELSSOHN 


W  If  'IT-1  'f 


j.  j> i  j  >  ■ 


-& 


Dictation 
Four-note  major  and  minor  scale  groups 

The  following  groups  of  four  notes  from  major  and  minor  scales 
will  be  played.  Students  are  to  write  the  numbers  of  the  scale  degrees 
that  are  represented.  Each  example  can  be  set  in  two  different  keys,  so 
that  there  will  be  two  answers  for  each  dictation  group. 

it  tfo 


5 


£ 


:iiii    ° 


He£ 


**=o= 


"    ol|,0ko    ^^ 


°     o    tl 


£dte 


id: 


_£*_ 


-^-tr 


i£* 


^^ 


-«- 


ko      " 


O 


Absolute  intervals 


xe 


** 


t 


5 


ti e 


he 


ie 


ie 


XE 


IE 


-e- 


XE 


The  following  intervals  will  be  dictated  in  the  key  of  Eb  major. 
Establish  the  key  center  before  beginning. 

k 


% 


o         *i 


a 


»      o      8 


^^ 


Hoe 


8      ° 


HE 


-e- 


Melodies 


fy  g  j' ir  J  i  |  J  if  p  f  i"f  pr  p  if  r^ 


SCHUBERT 


i  p  j  >p  If  J  *  J  I  f(if  J  I  J  ^  f  I  J-sfe 


f'ii    JJlilJ    g  f    J'lfl  J»Jl  JIJ    J>lr    | 


# 


£ 


Q^ 


nn  i  j  hj>j^ 


M 


3M 
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SCHUBERT 


s '  <o  IP J^ '  qp 


#        d 


faN  * 


|AMl    I    I 


i 


gl 


? 


kk 


» 


^ 


^ 


^ 


FRANZ 


$ 


f 


:5s=* 


Major  and  minor  3rds 

The  Major  3rd  appears  in  the  major  scale  between  the  following 
scale  degrees: 

k 


s 


-e- 


3£ 


13         4       6        6       7 


The  Major  3rd  appears  in  the  minor  scale  between  the  following 
scale  degrees: 


# 


f 


JOL 


-&- 


he 


ZEE 


3      5 


6      8  7      2 


The  minor  3rd  appears  in  the  major  scale  between  the  following 
scale  degrees: 


TV 


IKE 


-e- 


=e==** 


HE 


24  36  68  72 


The  minor  3rd  appears  in  the  minor  scale  between  the  following 
scale  degrees: 


in 


ZEE 


ZEE 


-©- 


ZEE 


2        4 


Measure  and  sing  the  following  intervals  as  indicated: 


* 


IE 


ZEE 


HE 


ZEE 


ZEE 


5EE 


^^ 
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Drill 

The  teacher  will  sound  the  following  chords  on  the  piano.  Students 
will  sing  a  minor  3rd  above  each  of  the  top  tones  of  the  chords,  and 
a  Major  3rd  below  each  of  the  lowest  tones  of  the  chords. 


^ 


W 


o: 


^ 


# 


-o- 


=9e= 


&& 


tt 


-o- 


w 


3J»: 


g 


Jbt 


-«x 


32l 


-e- 


^ 


-» 


o 


_Q_ 


xx: 


Continue  singing  the  minor  scales  from  one  tone.  By  now  you  should 
be  using  a  different  base  tone  each  day  so  that  within  one  week  all  the 
tones  are  used  as  base  tones. 


Major  scales  down  from  one  tone 

From  D  —  Db  —  D#  the  scales  will  be  as  follows: 
^G  major  A  F 


Bk 


«fc:xi 


^ 


O      m 


3£ 


"     8 


-e- 


-o- 


m: 


E  t 


E 


B 


» 


g 


#     *l»o|, 


-e- 


y^g 


-©- 


-e- 


FJt 


At 


Gb 


*'fl"  i  jj§  J   11  ^   g  u  = 


* 


jgj  i>o    §§   S 


«►- 


Intervals  within  major  and  minor  keys 

In  the  following  keys  sing  Major  and  minor  3rds  above  and  below 
the  given  tones;  write  the  correct  tones;  name  the  scale  degrees. 
a  a  B  major  A  ,t     B  minor 


I 


p£ 


-e- 


IE 


P 


XE 


XE 


p| 


D  major 


XT 


D  minor 


-e- 


-o- 


xr 


^ 


3£ 


Section  15. 


Notes  To  The  Teacher 
Section  15  covers  the  following: 

Rhythm 

Patterns  from  compositions  to  be  intoned 
Chromaticism 
Sight  singing:  melodies 
Dictation 

Four-note  scale  groups  in  major  and  minor 

Absolute  intervals 

Intervals  in  G  major 

Melodies 
Intervals 

The  Perfect  4th 
Practice 

Minor  scales  from  one  tone 

Major  and  minor  scales  down  from  one  tone- 

Intervals 

Chromaticism.  The  student  has  been  singing  and  hearing  tones  not 
included  in  the  diatonic  scale.  The  discussion  of  chromaticism  should 
clarify  this  experience  and  lead  the  student  to  see  the,  vast  expanse  of 
composition  to  which  chromatic  concepts  have  given  rise.  For  this  pur- 
pose many  examples  should  be  played  in  class  —  Wagner,  Debussy, 
Schoenberg,  Hindemith,  and  so  on. 

Practice.  Training  in  intervals  must  be  left  more  and  more  up  to  the 
student.  Proficiency  with  intervals  requires  his  intense  and  controlled 
attention.  He  should  be  given  encouragement  in  arranging  and  empha- 
sizing his  practice  to  train  himself  at  the  weakest  points. 
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Rhythm 

Intone  the  following  patterns: 

3+3+2  ).  ±.  ±  \i.  i  y  n  \i.  ±*i  \i.  i  y  n\mrnn  \rnrnn\ 
rnmn \mrnn\mmn\>nmn\>nrn7$\mrni   \ 

t  >mnnjmr]|j.j.j|j.j.jimmnu    i 

I  nm  \n  m  \nrn  u  j  >  u  j.u  j.  i 
jj)ij  j.  mrnm/nu  j  juu  i 
j  j  j>i/i/nirj/-ni/-j/7y|j-]rr]  u  j^jTT'i 

Chromaticism  in  compositions  refers  to  the  use  of  tones  not  included 
in  the  diatonic  scale.  The  use  of  the  tones  G#  and  D#  in  a  composi- 
tion in  D  major  would  be  considered  chromaticisms,  except  if  those 
tones  foreign  to  D  major  were  part  of  a  modulation. 

Chromatic  tones  are  used  for  added  color,  emphasis,  to  fill  in  mel- 
odic movement,  and  so  forth.  Chromatics,  that  is,  extra  half  steps,  can 
be  used  so  much  that  the  feeling  of  tonal  center  is  noticeably  weakened, 
and  sometimes  completely  obliterated.  This  happens  in  much  of  the 
music  of  Richard  Wagner.  We  say  of  this  music  that  it  employs  the 
chromatic  or  twelve-tone  scale.  The  result  of  using  the  chromatic  scale 
is  comparable  to  the  use  of  the  natural  minor  scale,  in  which  the  whole 
step  from  the  seventh  to  the  tonic  makes  the  feeling  of  tonal  center 
much  less  predictable  than  in  major.  The  arbitrary  establishment  of  a 
key  center  in  compositions  using  the  chromatic  scale  is  even  more  em- 
phasized. In  modern  times  the  composer  Arnold  Schoenberg  has  formu- 
lated a  system  of  composition  based  on  the  equal  value  of  all  the  twelve 
tones.  Hence,  there  would  be  no  key  center  as  the  dominating  tonality 
of  his  compositions.  When  mention  is  made  of  the  twelve-tone  system, 
it  refers  to  the  principles  of  Schoenberg  and  his  followers. 

In  the  following  examples  you  will  hear  the  use  of  chromaticism  in 
filling  in  a  melodic  line  (Chopin)  and  as  part  of  the  twelve-one  system 
(Schoenberg) . 

Semplice 

§  i  J  i  r  i  prjrcjT"M^r-^rJrar 


1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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CHOPIN 


j  j  p  pi  -"-nn !  y  i  rjiri  ni'MuJ r  " 


Andante 

EjC 
P 


1 1 1  i  plpiili 


SCHOENBERG1 


SigA/  Singing  —  Melodies 


ff  a  /aiJ> ;  J>iJi  J'i'ip  j  ^iflJ3jiiJ)j>j> 


ff  J».  J»  J>  i  ^  rP  >  m  r  p  i  r   1 1 J  I 


y  m  p 


jmj  ^mfji 


r   p  '  m 


y  J>  J>  J>  i  J'-  -M  if-~rr-  jqi  J>  j>j>iJtJJ' 


i 


* 


5EE2 


p.  J  J)     |^J^^ 


Sweden 


i 


.    Andante  , 


i 


s 


^^ 


m 


m 


jp 


fg  r-ripJ 


MARTIN  PEERSON 
1580-1651 


?* 


f 


*» 


22 


|§  a  [■  [■  nJ  i  p  p  i  r  r  '  ^  i  r  r 


1  Copyright,  1944,  by  G.  Schirmer,  Inc.  Printed  by  permission. 
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kk 


pa  a  _        I         z       p*.  ,: 

*\>\>    i    r  '  r   ^i 


zz: 


a        i* 


±Fte 


£ 


England 


g      ['     f  I  ^-     1  p  nJ    f    1 1      p    If    I  p 


Andante 


viB  g  ■  I  J  i  p    pfp  r    ^-^f-^rj-^ 


^m 


BACH 


^P 


p      w=m=m 


^m 


m 


s 


f      m 


^ 


HASSLER 


r  r  \r   r 


y'ntiipip  p  p *p i r  pfr|Wp  if  p  imp  p 


a  ff ff p P  i r  %m  ^  |f  ^i^^p  itp 


&  ^  H  ir  ppir,  m  ijtj»p-J.iJtpViitJ  i 


^M  iff-  pr  I  p  ip'  p J  i  i  ip'PC/P'  J' 


B    J    J    >'i  MJU'J'jlp- p^il>JUMp 


Norway 


O ^Qr^ 

$b  p-pJrip-gJ  ripy  vpip'PP'pp-ju  ^  i 


s  i  r_r  i  r  tr-f-f  1 1  Ty.trr  p  ■  r  g  i  g 


Sweden 


SECTION    15 


143 


fr*V"  r  nt^pigr^  i  i  nr  p-p 


j  j  §  r  g  j  f  p  ^  i  g  p  f  *  i  r  Up  J  I  J1 


Norway 


p  g  nr  | p r  P  P i r  ji Ju  g p i r  f  j 


yyu  j  i;>pr J  i^jj  ij."3j  HJ'j'J  g 


as  j>j>j  i  i j  j  *  i  j>j>j  j  ij>  Ju  i 


gj  jijiui Pjhj>jj  r 'ppN 


Denmark 


Largo 


y»«  j.  flJ-fliJ-fir  *U-prPirffiJ  * 


p  rJ|J- ^iJTaJj' JJ>0  1^0^ 


y»  j>  ;  ppi  j  *  J.  J'ip  p  j  J'lJ-  J'  ii- 


ft . > j> j> Ji,n?3 j> u  i  ■  i>  j>p  j'rTC  j 


J.   hJ-  J) 


g-    j5       M_ 


e= 


f  p  r  hi 


HANDEL 


Jtjjppp  i  J-  p  'd£f  J^J  P 
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SMI  I   j   p   4!J^J.  p    (i  l,pp''P   g  pp 


asi 


pl'"t  ppA^'pi^  I  I  p  p-  >pp 


^ 


U.S. 


gj    p  p  p  p  g   J!   1  J.    jf   1  P    P   P    J>   U    ^ 


Dolce 


Ht  I  If  r  J 


gj  iJ  n  Jiy  r  i't  ^r 


$  r  i  r  *  >t  r J|  J  n  rf1  j  >ui 


espress. 


\  |  |  |  I  |  ^^ 


* 


g  b>  |,» 


r  r'TT  r 


►* 


P=F*g 


IE 


P 


r  r ' »  t  r 


*     I    ■       s      * 


dolce 


m  j  n  r  i  iiJ-r  r  "'f"r  p 


3 


BRAHMS 


y»i  r  I  I 


a 


H=s 


5g3E 


f        F         m 


Azores 


J2S 


3E^E 


fa* 


j  j  r  r  ir  err  p i»Jir  fV'iJ^^ 


M 


SCHUBERT 


& 


-# 0- 


r  r  ir  c;r  r^  I  pM  j  j  i 
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"■■I  j  i  f  1  Mrjr'n  i  frf-'^ 


EC 


gL'r  i  MQh'  e^'  M11^  r  :|1 


2. 


e  r  r   i 


e 


CHOPIN 


r  S  '  Lf-r 


i 


^»j  igj' ig^  i J/^'  j  >  n  iip  j  J 


^ 


p 


* 


* 


^ 


J>  l  r-  r  > 


BRAHMS 


-fr  J>  J>  I  h    > 


^P 


aJ'iUp 


Ma  J_ 


s 


^§ 


Pi 


j  r  r  '  -- 


fczfcjbzbrt 


IB    J_.g^ 


s 


HAYDN 


iCJ»  jj>  jy^ 


*'      '    d.     g 


BEETHOVEN 


pi  jjiJ^iW-iJir  Jfli^jUJ^p 


ff'S>  rjj-jiJ^^in^irji  pJl 


tfJF=l3 


^fe^ 


'"CJiLTCji^ri  ^Cj'^kj'r  3 


pip! 


2 


Oi 


u^iujiinn 


BRAHMS 


sp 
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Dictation 
Four-note  scale  groups  in  major  and  minor 

The  following  groups  of  four  notes  from  major  and  minor  scales 
will  be  played.  Students  are  to  write  the  numbers  of  the  scale  degrees 
that  are  represented.  Each  example  can  be  set  in  two  different  keys  in 
major  and  two  in  minor  tonalities. 


J3       "    l">ll» 


g   gj    I, 


HE 


32: 


ipsr 


-»- 


33: 


o     o 


w 


±L   g  Iim— Q 


j,o    in — j 


-qTtt 


ZEE 


#o3t** 


*t     o 


-»- 


TT 


Absolute  intervals 


b^       -*• 


*     s 


S     ft*      aE 


■o 


-©- 


o  II 


-€*- 


3X 


Intervals  in  G  major 


_o_ 


xr 


-o- 


=£ 


3X 


n  >* 


S 


<&- 


^ 


-r^e- 


«= 


-€£- 


«■>       o 


Q  »1  n 


331 


Melodies 


$m 


m 


a 


r  '  r.T  r 


^ ^p 


i^^ 


^ 


£ 


j©-5- 


r  r  J  1 1"  ii  r 


Pi 


# ^ 


p  r  M   Up 


j?=3i£p 


♦-1- 


ts*-5- 


i 


i  s  j)  i  j  j 


PPIUUO^H  """II 


ZELTER 


^Lj^,gP   l^^^jHP  P  Pf^ 
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PP 


JFJP^ 


j'  j)  j  p  i  p  p j>  p .  i  r » j' 


3f^=^ 


#^ — ^ 


j  j)  p  i  p  p  ^ 


ZELTER 


Tempo  di  menuetto 


s  f?rTfT|ff  nfrfffi  f7jig 


^ 


jj^j  ff 


f  f,  rj^f.^  f,  r^rf 


? 


m 


*y 


s 


nT  i  tfrf  tTi^r  f  ^ 


BARTOK1 


^ 


77>£  perfect  4th 

The  Perfect  4th  appears  in  the  major  scale  between  the  follow- 
ing scale  degrees: 


-o- 


-£JL 


JOl 


*: 


3E 


IE 


JCE 


Iffi 


The  Perfect  4th  appears  in  the  minor  scale  between  the  following 
scale  degrees: 


i* 


-e- 


m 


XT 


XE 


XE 


xe 


XE 


XE 


2       5 


3      6 


7       3 


Dr/7/ 

The  teacher  will  sound  the  following  chords  on  the  piano.  Students 
will  sing  a  Perfect  4th  above  each  of  the  top  tones  of  the  chords. 

1  Reprinted  by  permission  of  Boosey  &  Hawkes,  Inc.,  New  York,  New  York. 
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etc. 


<*— fry.     iHT      ..»      »o     I'h      i       5    ^j 

*"  o O  TT 


Sing  a  Perfect  4th  below  each  of  the  lowest  tones  of  the  following 
chords: 

fen        ft  8  iU  1        jggSn    =g 


33: 


lis  ,    "o      °     ri'o"  =f^ 


-o- 


-»- 


Continue  singing  the  minor  scales  from  one  tone. 
Continue  singing  major  scales  down  from  one  tone;  add  the  minor 
scales. 

Intervals 

From  this  point  on  the  practice  of  intervals  and  the  creation  of  prac- 
tice exercises  will  rest  more  completely  in  your  hands.  You  know  best 
what  areas  of  work  need  the  most  concentration;  which  intervals  are 
still  incompletely  heard;  which  intervals  are  difficult  to  sing.  Each 
week's  practice  in  intervals  should  include  exercises  like  the  following, 
which  you  will  have  to  create  for  yourself  in  the  remainder  of  the 
year's  study. 

Sing  a  Perfect  4th  above  and  below  each  of  the  following  notes: 

etc. 


B  _=» 


ft..  '°  "  j»o 


% 


Sing  a  Major  3rd  above  and  below  each  of  the  following  notes: 

etc. 


=* 


3X 


Im,  .  0O  I 


Sing  a  minor  3rd  above  and  below  each  of  the  following  notes: 
i    etc. 

°  #«  — — 


Section  16 


Notes  To  The  Teacher 
Section  16  covers  the  following: 

Sight  singing:  melodies 
Dictation 

Absolute  intervals  » 

Intervals  in  A  major 

Melodies 
Intervals 

The  major  6th;  the  minor  6th 

Inversion  of  intervals 
Analysis 

Movement 

Analysis.  The  ultimate  goal  of  all  music  training  should  be  a  con- 
scious understanding  of  musical  art  works.  In  the  next  few  sections  we 
shall  try  to  approach  some  of  the  larger  problems  of  musical  composi- 
tions utilizing  the  experiences  and  the  craftsmanship  of  the  student 
at  this  elementary  stage  of  his  training.  If  an  art  form  is  valid,  it  is  so 
not  only  at  the  most  complex  levels  of  its  activity  but  also  at  the  sim- 
plest levels.  To  wait  a  few  years  until  the  student  has  gained  more  con- 
trol of  musical  elements  and  theory  would  mean  a  denial  of  his  artistic 
curiosity  and  his  natural  aesthetic  growth.  Our  analysis  will  be  strictly 
limited  to  what  the  student  can  handle;  this  is  a  challenging  problem. 
Harmonic  implications,  contrapuntal  voice  leading,  and  similar  aspects 
— these  cannot  be  used.  We  are  limited  essentially  to  melodies.  What 
must  be  explained  in  more  advanced  terms  will  be  omitted. 

The  success  of  the  analytical  work  depends  very  much  on  the  teach- 
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er's  presentation.  Students  have  found  this  the  most  exciting  portion  of 
the  course  in  musicianship.  They  gain  not  only  a  sense  of  dignity  in 
the  art  but  also  a  keener  insight  into  the  relationship  between  craft 
and  composition. 

Sight  Singing  —  Melodies 


w&  M  i  r  p  g  i  r  m  i  p  p  p  pi  f 


mf 


^m 


##£ 


t-Lj  ir  |  g  g  Piip  i  r  p^ 


ggg  P 1 6 1  ir  p  p  iff 


r  ft  r 


B   T  71*  \T  if  g||  if  ffrif  g  pir-  g 


Denmark 


» 


ffn 


r  ir  P'P 


#-=- 


pii  pip  i  pir^^u  j>j^uj>(iir  Jjp 


y  |.-'jiyJ'iJ  jj  |  u_J'>pir  p>p  ir  l  p 


fa*: 


Belgium 


I  J'r  j?iJ,,J'»p  if  pj  jii(»  pj  JmJ  jj  ;u.  i 


ftU  j,  1 1  irjimm 


<7\ 


m 


mi 


p   J'J>  ?-H^  ^  l  yj'  1 1  .\m 


Germany 


IP 


5 
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yy-i>n  J»i r  p r  ^PfFpiHr  pi"f->  J'lrpr? 


yLi^  ^pr  |  1 1 1  p  r  pi'ip-^  ?  Jmpppp^ 


Norway 


g  pppppj'ipppp^i^fppipppr  oifr^ 


A# 


fe^ 


a  Mr  P  r  T-p  i  ■  p  (iir  ar  m^=g 


£2 


g  r  p  Q  P 1 1  g  r  g  i  r  p  jjj  g  i  r  p  g  I 


m  t   P 


^fe^ 


Belgium 


p  r  p  i  r  g  lj  p  i  r  y 


f 


pm 


i 


i  r  irp^Tf^i 


M 


3 


£ 


r  Tpr  '  ^-  p  r  ir  Jr  'J-'r 


^ »  i   • 


oi  gi 


Germany 


P  J.j>Ju.j>Jij.j.j  iTjiif  rJiiig 


^m  J^ir  Jip-pp.Pi^rjirPirf  ir  g 


^g  rf  i^y^ifp  i r  r r  irpf^i 


Russia 


*=F^ 


i 


^ 


J  jy>j  J  i"  p  -J  i 


M  I J  i 


^ 
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p  I  J  Jy^  J  J  i  oj  J 


^ 


i 


!'''  i  "y  1 1 1  I'M,  |U  fi, n  i  rT  n  i 


r  r  r  r  i  r   r  r  i  r  £J  J  ^ 


Switzerland 


^5M- 


^  J  ■-  J-  J'J„j  j  J  iJ-J'r  Jjr  if'-j 


n 


r^ 


#=p 


^ 


r  r  i  r  r  ' j  :"  f^ 


M 


m 


& 


i  ,1  j 


y   r  p 


^ 


Netherlands 


^'r  p  J  J  p  i  M  r  i  r~p  r  •-J?J 


g*  «g 


^ 


m 


j  j  i  j  Ji  r  j 


r  i  1 1  r  *  j  j.  j  a  r 


# 


BRAHMS 


3 


HI  J  i*i 


1  l<- 


bJ'  [>J  bJ  jFg 


y~77 


-6> 


2G 


© — r 


?¥»«  JiJ jjfriJjjJijj^ji jJJ JirrJr 


BACH 


^n'^JjJirJJ/jujjj 


ppi 


$*"  *  j  *  J  l*  p  g"p  r    I-+-+  1 1  j>j)P 
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mm 


£ 


BUXTEHUDE 


i 


#- 


^ 


£ 


Vivace 


te «  |  j)  |  jjjiiii 


^ 


^    j  j  >J'J>j^^ 


>JJ>j>ij.  j)j"j» 


^ — g 


« — * 


ifc=^ 


2 


MENDELSSOHN 


f 


22 


Dictation 


Absolute  Intervals 

&      o     o 

Intervals  in  A  major 


hi  u  Ho 


*=fc 


r^ff 


a     g  E 


n        p        0    g  n: 


■°     » 


XE 


« 


"T      » 


351 


-«- 


TF 


-O- 


-e- 


s 


-e-       -e- 


i 


a 


Q  EE 


JHE 


-O -O- 


-o o- 


"P        II 


s 


-»- 


Melodies 


^iiij.j>flj>j)iJrrr^rirpJ^J'iJ^jJ 


Ireland 


fr  j.  j>f]j]  i  J  r  r  p-  p  i  r  r  hjjmj.  m 


m  r  ir  r  rpr-ir  J  J  ir  rr  r-M^p? 
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ZELTER 


£ 


r  r '  r  r  r   r 


XE 


a •     J    £ 


fefi 


ZELTER 


b  p  »pir  >yrTrfli'^r  r'tr^r J|J* 


Grave,  non  troppo  lento 


SCHUMANN 


$br'  p  Jf'  J>j)  j)  i  J  m  J'pif  j>  J-  ^  i  j.  l  - 


TAe  major  6th;  the  minor  6th 

The  Major  6th  appears  in  the  major  and  minor  scales  between  the 
following  scale  degrees: 


m 


XE 


XE 


-O- 


XE 


XE 


3 


35: 


XE 


XE 


XE 


The  minor  6th  appears  in  the  major  and  minor  scales  between  the 
following  scale  degrees: 


frt-T^ 


HE 


m  » 


XE 


XE 


3       8  6        4  7         5 


16  2        7  5       3 


Drill 

Sing  a  Major  6th  above  and  a  minor  6th  below  the  top  and  bot- 
tom tones,  respectively,  of  the  following  chords: 


etc. 


XE 

-e- 


H    s 


^ 


B"    a      8 


XX 


Gfc 


IE 


SEE 


XE 
-O- 
XE 
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Sing  a  minor  6th  above  and  a  Major  6th  below  the  top  and  bottom 
tones,  respectively,  of  the  following  chords: 

*  etc. 


feo       »t         8       H     1)8"  nil"!!  ^^ 

O " ft u jy 


^SI 


Inversion  of  intervals 

All  intervals  can  be  inverted;  i.e.,  using  the  same  tones  the  position 
of  the  upper  and  lower  tones  can  be  exchanged. 


XE 


xe 


becomes     fk       " 


i 


This  is  done  by  transferring  one  of  the  tones  an  octave.  A  Perfect  5th 
becomes  a  Perfect  4th. 


(fc      H       |    becomes       (k    . 


m 


A  4th  becomes  a  5th;  a  3rd  becomes  a  6th.  Both  intervals  always 
add  up  to  the  number  9.  A  2d  becomes  a  7th,  and  so  on. 

The  qualities  of  the  intervals  also  change.  A  Major  3rd  becomes  a 
minor  6th. 

INVERSION 

Major  becomes  minor 

minor  becomes  Major 

augmented  becomes  diminished 

diminished  becomes  augmented 

Perfect  remains  the  same.  Through  inversion,  the  Perfect  4th  be- 
comes a  Perfect  5  th. 

Drill 

Invert  the  following  intervals  and  identify  the  resultant  intervals: 


I 


o       Im»       ■     =     ■  =        fto      Jo       So— g£ 


k.o     l»o        H      J*       tt° 


-O- 


'o'     B       »      P"°  fg      5    T^       o 


>^- 


XE 
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Analysis 

All  art  forms  are  sensible.  At  the  height  of  effectiveness,  they  evidence 
a  complete  unity  of  conception  and  detail,  and  bear  the  closest  scrutiny 
in  objective  terms.  Too  often  «we  have  difficulty  in  analyzing  the  mean- 
ings of  art  works  because  we  are  at  a  loss  for  descriptive  and  analytical 
terms  to  fit  the  medium.  In  forms  that  express  themselves  in  time,  music, 
drama,  and  so  forth,  descriptive  terminology  is  especially  difficult. 
Music  and  dance  have  suffered  most  in  this  respect.  The  drama  much 
less  so,  because  the  expression  of  concepts  involves  the  use  of  a  com- 
mon language  with  accepted  and  definable  meanings. 

The  objective  statement  of  musical  meanings  is  important.  It  leads 
to  and  develops  a  musical  intelligibility.  We  don't  mean  to  deny  or  to 
belittle  the  intuitive  and  inspirational;  without  inspiration  art  would 
be  dead.  But  the  analysis  and  clarification  of  meanings  support  and 
refine  the  intuitive  so  that  the  creation  and  performance  of  composi- 
tions express  most  incisively  latent  emotional  qualities. 

In  the  craft  of  music  we  can  always  be  objective.  The  reading  of 
notes,  the  measurement  of  intervals,  the  fingering  of  instruments  — 
these  are  measurable  and  clear.  As  far  as  one  can  go,  the  musician  must 
attempt  to  understand  as  well  as  feel  the  meanings  in  musical  com- 
positions. 

Movement 

Music  involves  the  movement  of  tones  in  time.  All  compositions 
take  a  certain  length  of  time  to  fulfill  themselves.  Compositions  are 
incomplete  until  the  last  tone  is  sounded.  The  time  element  is  divided 
and  arranged  in  patterns  that  move  along  with  and  support  or  oppose 
the  tonal  elements  —  melodies,  chords,  and  so  on.  The  tonal  elements 
in  their  turn  must  flow  while  filling  up  a  length  of  time. 

Motion  in  music  is  never  of  one  kind.  Sometimes  a  composition 
sounds  as  if  it  is  moving  very  quickly;  it  may  suddenly  seem  to  move 
rather  slowly  —  and  all  within  the  same  beat.  Two  of  the  simplest 
types  of  motion  are  faster  and  slower.  Often  a  composition  may  sound 
as  if  it  is  complicating  the  given  material,  or  turning  back  on  itself 
(leading  to  a  restatement),  or  moving  very  little  but  ornamenting  an 
idea,  or  it  may  evince  movement  in  various  other  ways. 

Below  are  a  few  examples  that  will  be  played  for  you.  Within  each 
example,  no  matter  how  short,  there  are  contrasts  of  movement.  You 
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will  listen  and  attempt  to  hear  where  the  music  seems  to  drive,  where 
it  relaxes,  where  it  falls  after  a  climax,  where  it  "thickens,"  and  so 
forth.  After  each  example  state  to  the  teacher  in  what  measures,  and 
even  in  what  particular  notes,  you  hear  varying  qualities  of  movement. 
The  attempt  here  and  now  is  to  make  your  listening  a  conscious 
process,  not  merely  the  lapping  of  musical  waves  on  placid  ear  drums. 


Allegro  con  brio 

•  .ah 

m   0 »  w 


f  g  m 


0 * 


P 


up 


^^ 


r  *  t,-r 


& 


P 


if 


g^ 


*** 


c:i 


^m 


& 


# 


HAYDN 


zi 


m 


p 


^ 


etc. 


i 


* 


? 


? 


* 


f 


p 


■ — i 


Now  listen  to  these  same  eight  measures  by  Haydn  one  bar  at  a  time. 
Do  you  hear  that  each  of  the  last  four  measures  "does"  more  than  any 
of  the  first  four?  Just  such  differences  in  musical  motion  are  what  you 
are  to  listen  for  in  the  rest  of  the  examples. 

Menuet 


± 


^p 


-0 — #- 


^^1 


^m 


-&- 


f 


J^nij  n7]\m 


m 


m 


^ 


m 


f-g^-Huu 


# 
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pip 


PS^ 


fe 


fete 


BACH 


f 


0 — 0- 


-&-i 


9^ 


t4?±T 


m 


? 


te 


H    J  ■  J — J   J  I  J       J  EJ       J 


r    r 


r — r 


ga  i 


i  /-J 


±± 


±± 


f= 


r 


f 


r      t 


^y 


i 


^ 


«z=i 


f^£ 


S>- 


r— r 

tjsl 


"3? 


J 


§ 


JUJ^al 


4=4 


±=}d 


*  /-j 


ii 


^ 


^ 


r 


f 


f 


p 


r 


r 


i  «   #  rt  i  jt;  . 


£=£ 


i 


Fine 


*E3 


Si 


m 


*=t 


^ 


JU-J^J 


tjfii 


i  H 


^ 


p 


r 


1*= 


r 


i 


B 


Up 


W^ 


P 


p 


B 


^ 


I 


1 


^g 


£ 


n 


jjsf^ 


£^ 


^ 


z=» 


pp 


i 


r      f*       f 


^ 


<2 0. 


r    r     r 

_  _SCHUBERT 

-i  f»^J 


M 


£ 


¥ 


! 


s 


H 


S 


f 


F 


i 


D.C.  a* 
Fine 
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Molto  allegro 


f  r  >?;m 


£ 


tqpg 


^ 


*r=r=r 


? 


^ 


p 


^s 


I  j  J  gg 


»    - 


I  i  i 


^fHp    j    p 


f    I      ^ 


#R>f 


£3* 


s 


■  ■ 


3S 


F 


nJ  J  J 


J      J  J 


:#-#: 


5 


flvp  m 


!te  5 1 


MOZART 


^ 


S 


BE 


J    J 


^s 


to 


,/etc. 

P 
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The  rapidity  of  movement  does  not  depend  on  nor  does  it  correlate 
with,  the  numbers  of  notes  of  small  values.  Listen  to  the  following 
example  from  Chopin. 


i 


a 


Andante  sostenuto 


m 


r-jr    r 


r    ti^ 


i 


» 


f  f  f  .  f 


§ 


f 


$yrnBT7^ 


g^ 


^g^ 


^^ 


*»« 


a  r    J 


/£_ 


CHOPIN 


' 


3^5 


pgSO         w 


£ 


^E 


*=* 


/ 


si 


* 


e>*#"   W 


The  sixteenth  note  figures  in  measures  two,  four,  and  seven  are  orna- 
mentations. Do  you  hear  that  the  figures 


u. 


AY 


m 


PB 


m  M- 


and 


i'1'1'!  ^ 


are  essentially  the  same  ?  Measures  five  and  six  move  more  directly  and 
pointedly  without  having  any  clusters  of  sixteenth  notes. 

In  the  five  examples  thus  far,  each  has  a  certain  amount  of  rhythmic 
variety.  The  different  aspects  of  musical  motion  appear  as  well  in  com- 
positions that  have  a  regular  steady  rhythm.  Listen  to  the  Bach  chorale 
below.  Though  the  continuity  is  motor-like  in  its  regularity,  there  is 
variety  in  the  movement. 
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mi 


n? 


n 


s 


*^ 


a 


<±4I 


laE 


r    r 


i 


1  liii 


^^ 


JE" 


- 


- 


- 


r 


I 


, 


f 


e 


f    Plf*       f 

1      I 


» 


^ 


r 


pp^t? 


en  r 

r-    ~1 


-P-t^^tf 


^ 


J  J  J  J 


lJ 


J 


, 


BACH 


2 


,.  n  j  J  J 


IT 


' 


r  IP  v 


J 


^^W 


h:^ 


e^ 


§^ 


- 


Our  problem  in  analysis  will  be  to  understand  the  structure  of  musical 
motion  in  one-voice  compositions,  namely,  melodies.  Now  that  you 
are  able  to  read,  hear,  and  manipulate  basic  elements  of  musical  craft, 
you  must  try  to  understand  how  these  arc  used  in  the  artful  expression 
of  musical  ideas. 


Section  17. 


Notes    To    'The   Teacher 
Section  17  covers  the  following: 

Practice 
Dictation 

Absolute  intervals 

Intervals  in  Eb  major 

Intervals  in  B  minor 

Melodies 
Intervals 

The  Major  2d;  the  minor  2d 
Sight  singing:  melodies 
Analysis 

The  use  of  melodies 

Concept  of  space 

Practice 

Your  home  practice  will  now  be  left  entirely  up  to  you,  since  you 
know  best  what  your  weaknesses  are. 

For  the  most  part  there  will  have  to  be  continued  and  concentrated 
work  in  intervals.  You  can  invent  exercises  similar  to  the  ones  we  have 
given,  other  than  those  using  chords.  Review  and  practice  the  preced- 
ing work  and  expand  it  at  the  points  you  deem  necessary. 

This  practice  combined  with  the  preparation  of  sight  singing  melodies 
and  a  review  of  rhythm  exercises  will  carry  you  through  the  remaining 
sections. 
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Dictation 


Absolute  intervals 


g^ 


o 


J- 


:£^: 


jrrn^ 


n      f   m 


31 


33? 


-?-o- 


JFS= 


OXX 


Intervals  in  Eb  major 


& 


i 


LI 


«> 


O 


U 


*> 


C«> 


u 


-e *>- 


-o~ 


o 


Intervals  in  B  minor 


oo         *>° 


11 


« 


« 


u 


«*> 


o 


e 


u 


o 


u 


*>*» 


Melodies 

Sehr  langsam 


!*"  °  -  >  jj i  j  j} JijJ  i  r  c/  J  i^i  r J 


•Wr 


BRAHMS 


Ol    !     N 


<* — #■ 


?* 


ism 


pp 

Allegretto 


^ 


y'liii ;  irJ^f  ?"  i  r  1 1  Pifc/Pir!?*? 


yi  c/*r  r 


• 


r  i  r  "^f 


MOZART 


j}n  ^  i  -gjj-1'  -n  ^  i  r-  r  pi^kfpp^ 


ZELTER 


I  rJw  ?  ?  \?'^m 


^ 


* 


j»_i — z—m # — * — 0- 


Allegro 


^EjllWJIJOJO  IJiJ^ljOl^n'^? 
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^ppffJif+i  m  >piJ?ViJpp',,ipH,» 


ZELTER 


E   J   M 


i'JiJ^'lp  prTf  P  |  p  cj"JU  i  1  g 


77?£  Major  2d;  the  minor  2d 

The  Major    2d    appears    in   the   major    and    minor    scales   between 
the  following  scale  degrees: 


i 


B 


* 


1  2 


2  3 


n 


*> 


4  5 


JC^Z 


^ 


6  6 


6  7 


i 


TT»- 


T3^ 


=©** 


^o= 


11 


<* 


12  3  4 


4  5 


6  7 


7  1 


The   minor   2d   appears    in    the   major    and    minor    scales    between 
the  following  scale  degrees: 


^fe 


f        "° 


xj«: 


s 


ct 


:o»: 


3  4 


78 


2  3  5  6 


Dr/7/ 

Sing  a  Major  2d  below  each  of  the  lowest  tones  of  the  following 
chords: 


SEES 


kft 


Jfc 


etc. 


-e- 


8"         °         *£ 


DC 


^ 


-e- 


3S 


Sing  a  minor  2d  above  each  of  the  top  tones  of  the  following  chords: 


m 


etc. 


=8= 


So     |>t»o»      °        g       g      bt>§ 
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Sight  Singing  —  Alelodies 


ff"ll  [  >^^,;>;.Vol Wg 


VV* 


^ 


V        r  r>  *  /  S  K  ^  r  '  ;     *         '  W     kV  '  r^.*         '  *       ' 


MENDELSSOHN 


f>r — r W  #'«r  ~  c  — — — -r 


/**  *** 


B  #**J^  '* 


Andante  espressivo 

5 


I 3 1 


tout,  7/  r  i  r,y  J  J  -  i  -i  J  -^^^ 


•5-^r-J — i 


MV'  JJJJjjM  j  -  I-  nJlJuJJ^JlrJiftJ 


■i-ir-f- 


''■V  ^J  Jp_J  J  if  J  u.f  i|Cf*  J 


•      :       '         .— ^*— i       BRAHMS 

1      I     r     *  ^r 


u     rj 


^ 


Langsam 


* 


r  ;JJJtrT^j.  ,'iij.t  I  >u^ 


IE 


&  r"r  LT'r  -^r;  u ' -^r  !'■■■' J  ^:n^^ 


E 


J  J  li.:    J  j  I 


□ 


p         r« 


XE 


mmmmi 


*=* 


w.    m 


MENDELSSOHN 


■  I  I  ;?r '  I  J  fe^Ej 


i    i     r^ 


j2l 


pifiN '  iirr^ 


? 


rr^sc. 


rtt. 
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MENDELSSOHN 


j  i  j  i  j  rji""T"r  r  JJj 


s 


IZZ 


ZT_ 


P 


j i  >  i^pi i r ^r p  *^-&jj\  {  >**qQ  \ 


v    *  -  KACH 


(29 


p  I  a  J) 


wi  |  i  j  u  j  ,i  1 7TO  j  j  j,  j 


ggl  j  ji'Jy  j 


Mc 


J   J)«''r^  -'I  J 


*— w 


=sP 


F 


^-^r 


U.S. 


Bi  J  J'J'JjjXOlp 


I   s  h  n 


i-Dii'i 


^ — r  *  # 


BACH 


SSF^ 


gg  j   p  |  fXf  §§  g  |  If'  j 


o 


5 


U.S. 


y¥*„  r  r  r  P  ct  i  f  p  J> 


i 


ip 


^ 


s 


Andantino  sostenuto 


H»r  ^-McTE/Qg  ic^jp  it\(ji^m 


fe*4 


nr>  ir  ^;^ 


e  v  ij  a 


MOZART 


^^ 
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see 


** 


a 


^ 


3H 


■  s  * 


7<n 


-9 #- 


5  i»- « ^'  f » r  i  i    t  «f 


SCHUBERT 


23* 


P   I  ULT 


I  „  *  « 


s 


3^ 


ZE 


i*^ 


y'aj)j>u';j>;^iJ^j  ;jujj?lfinj  :.j 


y  tt  ■LJT3 ;.  j»  i  Q  J  ■>•  J  i  tfii^ii 


• Rumania 

rz: 


»  :•  2  j  n 


S7\ 


^ 


**  j  ; 


4 


-'  '  *  j  I 


SE 


^'jtgi     '    '  »S? 


^r- 


K  .b 


llll       I.   I   ^ 


gq 


C 


j^^=?=f 


J    ■!>  I  "* 


Rumania 


w  j  rjM,ifTrn-j7jiJ  ^ljpppp* 


** 


M 


a  j,,;JQi-i  JiJJ  i  {J^ 


»    v- — »• 


^^ 


?* 


X-i-r'iiO"  i  ^«j^  1 1^^ 


#^w 


•  j;.')!.]  j  j  H»JT>i 


Rumania 


»  tyg    #  ? 


zt 


i 


^^ 


o 


■# — #- 


=*■ 


|»    HO     M^ 


;   ?  )  M  v  r  u  i  f  ;  f 


*  g  i 


.»,r?nj 


«=■ 


^^ 


I 


0  m  0 


j  r  C^ 


T^ 
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2 


i* 


Greece 


W=S=* 


r  pr  i  'r  rPf/r  ir  pr  r 


Sweden 


^  i  j'^f-u^^bp  p  i  j>j>j-JUM^-i 


Italy 

1  g  e  r  I  p  |  g  1  p  j  r  i  rt^  i  JUW  I J  j  I  j.3 


Analysis 

The  use  of  melodies 

Melodies  are  rarely  if  ever  used  in  musical  compositions  merely  as 
tunes.  They  are  accompanied,  used  as  themes  in  the  construction  of 
larger  works,  and  employed  in  various  other  ways.  Even  in  songs  mel- 
odies are  used  to  convey  the  meanings  of  words,  and  often,  as  in  art 
songs,  to  symbolize  the  ideas  of  the  text. 

Melodies  or  melodic  fragments  that  arc  used  in  larger  forms  need 
not  be  complete  in  structure.  Their  one  requisite  is  that  they  have  char- 
acteristic ideas.  The  shortest  theme  we  know  is  that  of  the  first  move- 
ment of  Beethoven's  Fifth  Symphony.  Using  only  two  different  tones 
it  presents  a  characteristic  idea. 


k 


a 


^3 


JT 


This  idea  consists  of  the  skip  of  a  3rd  and  a  rhythmic  figure.  This  is 
not  what  we  mean  by  a  melody. 

A  melody  has  length,  growth,  climax,  and  resolution  in  its  single 
line.  It  can  be  sung  or  played  from  beginning  to  end  with  a  feeling  of 
completeness.  Such  a  melody  is  used  as  the  theme  of  the  second  move- 
ment of  the  Beethoven  Fifth. 


j  g  §  rJ  1 1  r^ 


P  dolce 


,W  ngfLXJ  l*Qr-J|Q- 


-^ 


^m 


etc. 
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This  movement  uses  the  many  characteristic  elements  in  the  theme  to 
build  a  set  of  variations. 

Concept  of  space 

Musical  compositions  have  certain  similarities  to  paintings.  The 
painter  must  decide  how  large  or  small  a  canvas  he  is  going  to  use. 
The  physical  limits  of  the  canvas  are  the  physical  limits  of  the  painting. 

A  musical  composition  also  sets  a  canvas  within  which  it  works. 
This  canvas  is  both  of  emotional  and  tonal  size.  The  composer  selects 
the  few  emotional  qualities  he  wishes  to  express,  and  develops  them. 
He  does  not  try  to  run  the  gamut  of  feelings,  because  this  leads  only 
to  chaos.  The  tonal  space  is  also  denned.  Often  we  can  tell  certain  of 
its  limits  soon  after  the  composition  begins.  We  can  tell  if  the  com- 
position is  tonal,  if  it  is  major  or  minor,  if  it  is  fast  or  slow,  lyrical  or 
angular,  and  SO  on.  It  a  composition  is  written  for  a  group  of  instru- 
ments or  voices  of  different  color,  the  tonal  space  may  also  include  a 
color  factor.  For  example,  the  announcement  of  a  theme  in  octaves  by 
a  flute  and  cello  sets  up  a  wide  range  o{  color  in  addition  to  the  other 
characteristic  elements  of  the  theme  itself. 

Let  us  turn  now  to  folk  songs  in  which  all  these  extra  factors  are  at 
a  minimum.  One  voice  sings  the  melody;  there  is  only  one  color.  The 
tunes  may  be  performed  without  accompaniment,  so  that  we  are  deal- 
ing with  complete  compositions  in  one  voice  line. 


mm 


f=F=^ 


^ 


# 0- 


r  r  i  r  r 


3 


"F^n 


i 


^ 


m     * 


¥ 


f^ 


B      J 


^ 
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P^¥ 


$ 


=*= 


This  melody  moves  in  three  phrases  each  of  eight  measures  in  length. 
Within  each  phrase  there  is  also  a  smaller  division  into  four-measure 
groups. 
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The  opening  measures  define  the  space  within  which  the  melody 
moves.  This  space  is  a  Perfect  5th. 

itt     — «- 


-©- 


The  outline  of  the  space  is  made  complete  by  the  use  of  the  neigh- 
boring tone,  E.  The  outline  of  action  in  the  first  four  measures  is: 

9  It         cT*^# 


The  second  part  of  the  phrase  fills  in  this  space 

P      |0)      "        o         »         „ 


Here  we  see  two  kinds  of  musical  movement  —  space-outlining  and 
space-filling  movement. 

The  second  phrase  again  fills  in  the  space,  but  incompletely. 


o      n 


o        o 


This  incompleteness,  ending  on  the  second  degree  of  G  major,  demands 
resolution.  A  tension  is  set  up  by  the  second  phrase  that  makes  the  final 
movement  down  to  the  G  imperative.  Even  this  is  held  off  until  the 
space  is  outlined  once  more,  and,  finally,  in  the  last  four  measures  the 
melodic  motion  is  completed.  The  climax  of  the  melody  comes  when 
the  space  is  outlined  for  the  second  time,  and  the  final  resolution  of 
the  melody  must  result. 


-e- 


IDI 


-»- 


xt 


i 


£ 


-e- 


ZOI 


-&- 


JT 


-e- 


Here  are  a  few  more  melodies  that  use  similar  structures.  Listen  to 
them;  outline  the  phrases;  listen  to  hear  the  points  to  which  the 
movement  passes;  then  abstract  the  analysis.  Remember,  you  can  only 
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understand  and  analyze  exactly  what  you  hear!  After  hearing  you  will 
be  able  to  understand  what  unifies  the  structure  into  a  complete 
composition. 


fo       J     |*     1  I    a   1  g  P  p  "  1 '   *  1  "  "  « y  1  •  ^  *  • 


Germany 


iL *  J  j  §  s  I  *  *  -j-  1§  I J  *  a  li   i  1 1  »«,'■'  i  Bee 
6     e  E  »'-j  I^t^T*  i  *  '  I  s  I  ?   *■  I  ^  -y-5  "  I  B 


F^ 


^ 


#fej 


J? 


^=f 


3EES 


^ 


^^ 


£ 


i 


fc* 


Germany 


»        g         W=3E 


p  I   p  f  "  ?- 1 p  ?  ?  P  i  ?  ?  ;>  ?  i  -f 


^ 


*Ti  JJ'p  f  ir^^ 


. 


m'   '  V 


?=F 


i 


*==: 


. 


j    r  J  p  i  f  J    i  j  *  i  ?  ^^ 


. 


pjp  p  '?;  *':» 


fe^ 


/ 


?  ir  ??  ir 


* 


Germany 


Section  18. 


Notes  To  The  Teacher 

Section  18  covers  the  following: 

Dictation 

Absolute  intervals 

Intervals  in  G  minor 

Intervals  in  E  major 

Melodies 
Sight  singing:  melodies 
Intervals 

The  Major  7th;  the  minor  7th 
Analysis 


Dictation 


Absolute  intervals 


xe 


m 


j» 


Ol 


\ro     I 


•   e    !>&    be 


d£ 


-# ii; 


Intervals  in  G  minor 

r 


jo. 


* 


XE 


-©- 


=S 


IE 


XE 


W- 


-oe- 


o «- 


XE 


xe 


Intervals  in  E  major 


XE 


ZEE 


XE 


11°  IE 


XE 
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Melodies 


?n"i>  i  J  J'J'f  m  J  i  -"rjxtrr  r  i Jii 


is 


r  p'r  J  J  r  ^ 


^^5 


^ 


±ZB 


»         ■ 


^S 


H    rf~*-  m    »  J5E   B  1  ^f;     I 


3 


^ 


^^ 


^ 


i 


£ 


SCHUMANN 


s  r  j  ^u  r ' J  J  M-«^fc 


Allegro 


Allegro 


p  j  j)  i  nr  P'T  JMry  p 


t 


\i,V     f' 


PPnlJ-r  bIJ 


2 


a 


^ij-r  p 


ppp 


^ 


Mp 


fe^ 


FRANZ 


s 


^ 


^ 


Andante 


S  i  yi'p  I  Ui,Ji»ilj)jjiJ>  Jilj  j,»J> 


FRANZ 


i  i  ppJ,^iQ  V'JJi1^1 


* 


a 


r  ejulcj'  lurjrn  nu^ 


^ 


BACH 


£ 
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Sight  Singing  —  Melodies 


y  j  *  I  HHiPiiP  bn  P ' Jl  jlJ^  ^ j' 


y  j  jjjj  jflij)  j'PPj>  js 


Ji'J.JJUU  jrjr 


y*irj>J  ^Sflifij  ■W^A1!^ 


Greece 


p  ^HJpippi'j,  iyi'J-J  pippprrpin 


2—       *        Albania 


li  r  pr  J'lQ  J'JiJj)l;J»J>r  I  g  J>  J>  1  m 


b\>'\  mtinmim^M^n 


fei 


i 


^  £ 


«=a 


i* 


I'CrcitfUuri*  EijW^ 


Albania 


a 


g  in 


p^ 


5  Ji  Ji  I  H   J^l 

C  *'*'+•    ■Z3C     g       I  ^^ 


<• • 


£^  j  I     J) 


Pppp 


'  g  ■  cab    g 


i  Jpjuu.  p  i  pp  Op  j'pi  p  p^pr  i 


ji  i i  nw p '  'U' ^y^r^  i^i 


tt= 


H 


_    _  o 


p  p  (i  j)i'P  i  J' j  J'JTWBi^i  J  >  ^^ 


Greece 


ji  p  r  p  lfr  i  ex;  i  P  SJ 1  Ij  i  j  J'^i  p^  ^r 
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m  j'J^i  rtr  MP'  r^ 


i 


g  a«  » 


* 


fe 


Italy 


fe  i  JV'J 


a 


p-  p  p   pi  g    P«p 


jn  Jm  J1  J'p  ff  ip  J>  J>m  I  p  J>  J> up  1  p  J>J>£ 


^^T^Ptf'p^ 


£ 


s 


I  ir  up  ipp  >  p  |j>^p  p 


/  > 


■SCHUMANN 


j  j)  Jr  i^ppp  g  ip-pr  i>J'Je.Mij>ji> 


Slowly 


gEj 


^.j'j'j.  J'i  J>.ij)JIJ  J,^P |J  ^w 


^j  i  1  J>U  J>.  p5  j>  ij  J'^.jij  I  j'jij 


g ff  J4.4  p  §  i  JU).  J IJ  ^  P  P  ^^B| 


Scotland 


g  i  ii  j.  iji  ji  j)  i  j)jj)  i  j'  j'  j3  i  ojij  '  i  i  i 


^  .uj> 


& 


p  i  j>  j>  j>  g  p 


g .  jf-^^-1-* 


Sweden 


I  I  p    lit  J' J)  l^jjJJ  IjiJJ)  fj   Ij)  y 


t* 
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Andantino 


|  i  J  f,p  If  1  r  J  J  §  J  \>WHJJ  U'^HP 


i  j  4-tf  ip-^.^ 


|jg 


s 


^ 


p 


BACH 


|  j  fh|iiJt;lJ'|ii^ 


i'  ;)P'P-"-pi  r- 


Ok 


Sehr  langsam 


vv  (i  B 


f'J-U    hjJ'IJJ) 


BRAHMS 


m 


J>'iJ?lH 


5 


■       * 


1 


« — r 


*-# 


Adagio 


'■  cS,:rrr"rrrr1^ 


MOZART 


tCfTnrtttfic^f^Gtfiirrif 


m 


•  j  j  J  i  j^jJr'f  rTr'r  ri^ 


* — # 


U.S. 


gg 


PPP3 


^^ 


-«-* 


.'1      Jiff    t.  * 


^ 


p  >  i  g  B  i  lt  r  m  r 


^a 


MOZART 


Con  moto 


#-= — # 


M 


SCHUBERT 


ppu.  ^nrr^iraji" 
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m  'Jri  i  j  Uf'i  i '  i  i.i'r^^ 


* 


fj\  rp^Mrppp^ 


r '  p  r^p  i r  nvrrir^^ 


&*? 


MOZART 


^#£ 


^ 


#    m 


£ 


Sx 


FFS   F^M* 


¥ 


*= 


^ 


77>tf  Major  7  th;  the  minor  7th 

The  Major  7th   appears  in   the  major  and  minor  scales  between 
the  following  scale  degrees: 


i 


k 


JCL 


XE 


s 


-e- 


XE 


XE 


-e- 


The  minor  7th  appears   in   the  major  and  minor   scales  between 
the  following  scale  degrees: 


XI. 


XT 


XE 


2 


XE 


& 


XE 


-e- 


XE 


-o- 


i  7  2 


Drill 

Sing  a  Major  7th  above  each  of  the  top  tones  of  the  following 
chords: 

etc. 


$ 


fc 


i 


* 


=8= 


feH 


IX 


*S 


o- 


gs 


m 


5 


O- 


XE 


XE 


¥= 


HT 


Sing  a  Major  7th  below  each  of  the  lowest  tones  of  the  follow- 
ing chords: 


B  8 


* 


etc. 


£ 


#ng: 
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Sing  a  minor  7th  above  and  below  each  of  the  following  tones: 

ftp         etc. 


5 


53H 


firr 


# 


o- 


as 


¥ 


XE 


O" 


There  are  many  different  possibilities  for  extending  and  creating 
musical  movement.  Thus  far  we  have  seen  only  a  few  of  the  simplest 
techniques.  Having  witnessed  the  techniques  of  space-outlining  and 
space-filling  movements,  we  shall  go  on. 


pm 


m 


PP^ 


p  P  i  m  r  i  B  p^ 


«=3E 


s 


I)P  p  p  lf  g  1  J'J'J'J'I  J'PF 


i 


p  p  p  p  i  p  p  c  i  i  p  r  i  p  ^  i  H  i  l 


Germany 


This  melody  consists  of  four  phrases.  Unlike  the  melodies  already 
analyzed,  this  one  devotes  more  time  to  creating  and  developing  the 
outlines  of  space  than  to  filling  them  in. 
Phrase  1: 

»    n       = 


# 


xe 


XE 


XE 


XE 


The  first  two  measures  indicate  a  simple  ornamentation  of  the  scale 
passage  down  from  D  to  G. 
Phrase  2: 


# 


* 


XE 


-O- 


-o- 


-O- 


-o- 


Here  the  line  from  G  up  to  D  is  incomplete;  it  is  outlined  by  the  tonic 
chord.  The  slight  variation  from  the  original  phrase  does  not  change 
the  essential  meaning.  It  tends  to  emphasize  the  D  by  approaching  it 
in  another  way. 

Phrase  3:       M         -     .»     -     »  —5 — 
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The  third  phrase  develops  the  movement  upwards  to  the  limits  of  the 
musical  space.  The  movement  is  in  two  sequences. 


* 


xx 


-e- 


XH 


-e- 


3E 


-e- 


Phrase  4: 


-&■ 


-e- 


XT 


331 


-&- 


-O- 


-»- 


-©- 


Like  the  opening,  the  downward  line  filling  in  the  space  comes  first, 
and  the  upward  movement  last.  Here  we  have  had  a  melody  that  con- 
sistently resolves  from  the  dominant  to  the  tonic  and  then  restates  the 
space  of  a  5th.  Tension  is  established  by  the  reiteration  and  develop- 
ment of  the  upward  movement  outlining  the  canvas. 


I 


* 


-o- 


21 


xx: 


-©- 


-«- 


xx 


xx 


-e- 


-e- 


I 


TI~ 


-©- 


-^ 


XX 


-O- 


XX 


-O- 


-e- 


xx: 


-€►- 


-o- 


-©- 


There  are  no  set  patterns  in  music.  No  law  "must"  or  can  be  followed 
in  the  composition  of  even  a  simple  melody.  We  can  attempt  to  hear 
some  of  the  basic  movement  principles,  but  each  composition  is  a  life 
unto  itself  and  must  be  studied  separately  if  we  are  to  understand  the 
broad  outlines  of  the  motion  as  well  as  the  subtleties  of  expression. 

Most  of  the  examples  so  far  have  evidenced  movement  that  is  quite 
direct.  For  example,  in  moving  within  the  space  of  a  fifth,  direct  scale 
lines  are  used. 


xx: 


In  the  melody  above  we  hear  simple  variations  on  this  directness. 
Instead  of  ^  g     ° 

we  had 


XT 


X3l 


* 


-O- 


xr 


xr 


-o- 


1 
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i 


P  (°) 


u        o 


33: 


-e- 


we  had         j£ ?     ^     ,E 


-e- 


33: 


in  which  there  are  two  parts 


i 


33: 


-e- 


33: 


ana 


M 


in  one  line. 


o  o 


3X 


-e- 


Movement  can  be  direct  or  indirect.  The  clearest  form  of  direct  move- 
ment is  the  stepwise  (scale)  passage.  Indirect  movement  generally  in- 
volves the  use  of  ornaments,  in  the  form  of  neighboring  tones,  other 
ornamental  figures,  or  chordal  ornaments. 


mm 


*S=£ 


Ui  i\nj 


SCHUMANN 


m 


^ 


p 


■# 


This  melody  is  in  two  parts.  The  first  creates  the  space  F  to  C,  and 
uses  an  ornamental  figure  to  emphasize  the  C.  The  second  part  moves 
irresistibly  down  from  C  to  F,  but  punctuates  each  point  of  movement 
with  an  ornamental  figure. 


The  larger  the  composition  the  more  use  is  made  of  indirect  move- 
ment, for  in  the  expression  of  larger  ideas  one  attempts  to  give  a  round- 
ed picture  through  varied  approaches  to  the  subject  matter.  In  longer 
works  the  techniques  of  ornamentation,  modulation,  tone  coloration, 
and  so  on  tend  to  be  used  more  fully. 

Analyze  the  following  melodies: 


f.- 1  ■■■-.- 1  Trtrr  ii  iJ 11  pi 


w 


I 


E     *    P 


fcfe 


^ 


? 


§pp 


■ « j 


Germany 

1     I       1    — n 
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jjij  h\r  ^ij)J>ppiiiJ  pn^'iJ  p'pmpipppp 


J^pJ'i^^iJ^^i^'pPiP^is 


U.S. 


t — n 


#Nf=e 


4& 


i 


* 


p^ 


-el- 


's1   «  fj 


■  j?  1  J  J  J 


-«M- 


1  [  I    " 


Germany 


"^^ 


ipp 


J'  i  j  i  J.  j  i 


f 


$=&m 


etc. 


Section  19. 


Notes  To  The  Teacher 
Section  19  covers  the  following: 

Dictation 

Absolute  intervals 

Intervals  in  F  minor 

Intervals  in  F#  major 

Melodies 
Intervals 

The  augmented  4th  and  diminished  5  th 
Analysis 

Transposition  —  clefs 
Sight  singing:  melodies 

Dictation 


Absolute  intervals 


XE. 


£E 


pg 


Sp 


XE 


XT 


-o- 


IF 


-o- 


te 


Intervals  in  F  minor 


P 


-»- 


JQL 


XE 


xe 


s 


XE 


XE 


XE 


XE 


XE 


Intervals  in  F#  major 


m& 


-©- 


XE 


-e- 


XE 


-e- 

XE 


-e" 


*E 


XE 
XE 


s 
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Melodies 
Largo 


£ 


fc'wi  a  J'u  jiij.  i  ■  i  j>j>pijjjij  fsir 


P  Jj'U  p  1 J  J'  1  -|>p  J)1J"JJhJ^  JHjI 


HANDEL 


±E 


J  J>HiJ  p  le/p  U.l'pjlj  pip"J^PP 


Allegro  ma  non  troppo 


g£     J  i    I J  Jjgf^ 


^^ 


te 


as 


n 


,1.  i  J  >  iJ 


F 


£ 


^  Lci}r 


^ 


t5^ 


£ 


<&- 


#-# 


#"♦ 


fiS  r  ^  ip^ 


^ 


*     J  i  ,=l    M  *  +±    ±S 


HANDEL 


^  rjr^irxCj-r  i  p  i  g  jij^ 


4*8 


Andante 


B  pip  J  »pi  r  plpppii  *  >pi|i^^ 


£ 


g  g§  f>  i 


22: 


Allegro 


p  j  di  j  m  j  i  j  i'r  p 


a 


SCHUBERT 


*  [j  J'J  >  1  *  >  *  pi  rjpf  pip  jj  Jip  jj 
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Intervals 
The  augmented  4th  and  diminished  5th 

The  augmented  4th   appears   in  the  major  and  minor  scales  be- 
tween the  following  scale  degrees: 


HE 


TH 


* 


-O- 


The  diminished  5th  appears  in  the  major  and  minor  scales  between 
the  following  scale  degrees: 


_£fc. 


t 


-©- 


This  completes  the  intervals  as  they  appear  in  the  major  and  minor 
scales.  Other  augmented  and  diminished  intervals  appear  in  mixed 
scales.  For  example,  the  mixed  minor  using  the  Major  or  raised  leading 
tone  creates  an  augmented  2nd  between  the  6th  and  7th  scale  degrees. 


* 


3 


TT 


ZJl 


m 


We  shall  not  list  these  new  interval  relationships  that  result  from  mix- 
ing scales,  but  you  will  meet  them  and  recognize  them  in  compositions. 

Analysis 

We  have  barely  scratched  the  surface  in  analyzing  musical  motion, 
and  yet  there  is  little  more  we  can  do  at  this  point.  The  few  concepts 
you  have  learned  will  have  to  be  integrated  in  your  hearing  so  that  it 
becomes  "natural"  to  listen  for  and  hear  the  direction  and  growth  of 
a  composition.  In  order  to  accomplish  this  we  suggest  more  and  more 
detailed  listening  and  analysis.  Don't  be  limited  by  the  rather  simple 
melodies  we  list  for  analysis;  try  any  that  appear  in  the  book. 

Our  approach  is  halted  momentarily  by  our  meager  knowledge.  We 
cannot  call  upon  any  musical  phenomena  other  than  one-voice  composi- 
tions. The  relationship  of  harmony,  orchestration,  voice  leading,  and 
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so  forth,  to  musical  movement  will  be  a  real  problem  as  you  under- 
stand the  more  advanced  techniques. 

But  you  will  have  accomplished  a  great  deal  in  musical  understand- 
ing if  you  can  hear  movement  and  are  able  to  recognize  space-outlining, 
space-filling,  and  direct  and  ornamental  motion. 

Analyze  the  following  melodies: 


$bit  j,  j  j>  i  s  ji+jJ  lip  j  i  \r*t^ 


^Hspi'Uj  J) 


m 


feS 


f 


E  m  Jirr  w J  ^m  ji|n 


FRANZ 


M 


& 


m 


i 


m  I'iJ 


g    ^ 


S> *~# ~¥ 


Mi  j  ;J3iJ.  it  J  J  g  J 


*HU 


ita 


SCHUMANN 


J)^    1    J,         1     f    JIJ     J-J?ljP 


n 


l/\  ^r  ricjr  nr  r^u  nfli 


# 


-^ t* 


3 


ljj-  P  i  r  *  * 


fcafc 


Transposition 

Transposition  refers  to  the  act  of  shifting  complete  tone  patterns  to 
different  tone  levels.  A  composition  originally  in  F  major  can  be  trans- 
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posed  down  a  6th  to  A  major,  or  to  any  other  key.  The  relationship  of 
tones  within  the  composition  remains  the  same,  but  instead  of  revolving 
around  the  key  tone  F  it  revolves  around  the  new  key  tone. 

Transposition  is  used  most  by  accompanists  and  singers  in  making 
songs  conform  to  the  range  of  the  singer. 

Example: 

U.S. 


^1  J  J' J' J 


m 


i 


etc. 


U 


a'i    J    J'J'J   J  ^M 


£ 


£ 


etc. 


One  method  of  transposing  involves  the  use  of  different  clefs.  A 
melody  written  in  the  treble  clef  can  be  transposed  a  Major  3rd  higher 
or  a  minor  6th  lower  by  substituting  the  bass  clef.  Though  one  thinks 
in  the  substitute  clef,  performance  must  be  in  the  proper  range.  The 
signature  of  the  new  key  applies,  and  great  care  must  be  given  to  the 
use  of  added  accidentals.  The  pattern  of  the  transposed  melody  must 
be  an  exact  duplicate  of  the  original. 

Example: 

U.S. 


pup 


m 


4UJU  W' 


etc. 


» 


S 


^m 


etc. 


f 


¥ 


#^-* 


S    '  « — # 


Other  clefs  that  are  useful  in  transposing  are  the  C  clefs. 


I 


ALTO 


TENOR 


The  ability  to  handle  these  clefs  is  useful  beyond  the  problem  of  trans- 
position. The  alto  and  tenor  clefs  are  used  regularly  in  orchestral 
scores,  and  appear  quite  frequently  in  choral  literature.  Learn  to  read 
these  clefs  in  the  same  way  you  learned  to  read  the  treble  and  bass 
clefs.  Make  separate  cards  for  each  note  on  the  staff  and  drill. 
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Alto  clef: 


1 

ja. 

u 

o 

O 1 

-©- 

e 

1* — « — 

C 
Tenor  clef: 

P         o 

e ■ 

F 

i o 

o 

A 

-e- 

-e- 

D 

IS 

G 

o 

B 

o 

E 

a 

TV 

— 1¥ 

ii 

■        o 

o 

E 


G  D 


B 
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tS*-5- 


-o- 


inL^-jg 


is 


j  J''7  r  ■  r  n 


m 


3E 


311 


U.S. 


r  pp  1  i  PPf  r  r  I r  r  J  H 


ii  i  j'jij'j^ 


i  J|J?J,J  i  1 


aa 


B "  l  1  ' XU 


i 


i  uiJjj 


zz 


IIR  **  I  i'J)  iJ'te 


!  J   I  J>J> 


^ 


*  W§  i  i lJi  J' lj  '  * j,J^^ 


R11  I   J>J>|JJJ 


I  JJ'J?JJ   UJ^ll 


22 
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IB"  i  >j>  ijiju^ 


g  j>J>iJ'J>JU»i4  I  I 


U.S. 


lii  J  J  J 


^ 


p 


gf 


m 


+-*■ — =-# 


U.S. 


te 


£ 


pp^iJ 


£JL-i-J 


P 


m  *      s 


■    ■ 


B  i  j  j»wiJ  r  r  r  i^-i  j_>^ 


s 


gs 


s     J    J 


■      * 


a 


© v 


v> 


U.S. 


^ 


£5 


# 0 


-o- 


f 


i? 


TT 


"O" 


P«l)  J'i'U-  J)j»j)l^  j^J'l'U-  J>jij>l  J>J>>»  J>p 


^j-f-^r  '<j'l  flj  i  j)  J*  I J  J» J  J> I  flj  I 


ii^i  Jij  m§ 


mt 


^j  -oj  ij>J  \  J^i'U  J,^ij|| 


Portugal 


$''i  inu  i  r  'Jl-^  i  r  p^ 


j'l  Q  J' 


-zaz 


f\     P  I P  M 


P  j>  j>  r^rp  p  i  I  ia  j>j» 


Rumania 
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pp 

M     J    1 

i=5±^ 

=M^= 

mm 

■ 

■■       a 

^ 

i4 


I 


I 


^g 


£=£ 


^ 


^ 


!-¥  «p  g  i 


BACH 


Pgf 


e 


^ft  j      j 


S 


^ 


^ 


^s 


^ 


* 


ym^-  j  *>j ^i,^  j  m  m  j  i  i 


BRAHMS 


ttiV «1  J>     p 


PP^ 


*== 


BACH 


s  i  >Pr  J  i^PPPfui»crf/f^P* 


* 


Allegro 


»  I  l >  pp  ipppppp  iPppppP  ilrp^pp 


fl  p  pppp  p  ^'^'p  J'pi  ^'V'pi J  g  >p 


P  Ppppp  p^PppppPi  C?p>ppi^'^'p'|(i 
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MOZART 


r  p p np i p  Pp"pir » p p i  ppppppi  ^>» 


g|    i  p  *  p  frjf  |  flf   f'T  T   HP  1   I     *  j    g  > 


°f 


g  frr^C-T  ri  rfC-TcJT  Hr  i  "p  >  >  b  i  g  » 


fcfc 


*y 


y  *P  >  >  n  J75  i  |j|  |  n/TjJ  i  ^iiironJ^J  i  p  >  l  p 


mf 

BARTOK1 


S 


=  /  «f 


Andante 


v:  *  i  j) ;  i  i  j)  j>  j  i  J  J>  J  j  i  j   m 


m 


MENDELSSOHN 


g  i'ia.ii^j  u-M  J,ir  r^^ 


hi  ppiM  j>  Jj.  j'lJ^ppr  P  iggpLf-  p  i 


j  J J  pp  ipi 


^EH      s   I   J) 

g     i— ^T—— si- 


Fine 


pk  rp 


gj  »    I  g 


I  j,J>JJij,JUJl  Jj?Jjjp  ip-  ppp  p  J'lJ   J' 


Hebrides 


D.C.  al  fine 


mjt  ^i^.N'-i'i^jijjj,^ 


»  J>  I  J>  J»J>H 


g^*±* 


3@ 


i'J  I  5   h 


& 


||JU   >  J>  IJl.'ggfEP 


&=* 


^ 


*•       *'    i;»      * 


Sweden 


S    J).  AQ  J)  I J  >  J>  I  J>.  p  1 1  Jljy,  J  |fg|  I  ^ 


if 
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1  i1   /    I  I  I    i   I  I   I   I    ■  I  ||  |     I   |   I     I     |  I  IJ  i 


y;i"  j>j.i  g  u)^r  J  i  jhiiJjj  g  i  i.  lis 


"■'    'N.^U    I  "'J.,  |H,|„  l.Mijj 


S 


f= 


J'j>j)>  i  i  J>ji])>  j   if- J'j)ji 


Belgium 


ts> 


pp  J'lp' Jp  JBlJt  Jj,J>U^  J>l  jjwJ' 


p  jjj>  h  1 1  p  up  p  1 1  a^ 


Portugal 


wijij.j^riQj  ?'jJ-^r  I  £^ 


wt  rppJJij  j  j>jm  J^3j>j>  j  i  J  J  J  JJH 


y^l  >J>J-  J' i  J  j»j)jij)it  j  j  ||g 


/T> 


Italy 


E 


* — 9 


MOZART 


pa 


Presto 


# 


§P 


MM% 


IB   ■    ■ 


^ 


Section  20. 


Notes  To  The  Teacher 
Section  20  is  the  final  section  of  this  text.  It  contains  only  dictation 
exercises  and  sight  singing  melodies.  The  final  test  of  musical  training 
comes  in  the  ability  to  hear  and  perform  accurately  and  expressively. 
All  that  has  been  learned  can  be  applied  in  this  section.  Both  student 
and  teacher  are  provided  with  adequate  test  material  to  gauge  accom- 
plishments and  to  determine  what  problems  require  continued  study. 
A  good  part  of  the  work  should  be  done  in  class  without  home  prepara- 
tion. 

Dictation 
Absolute  intervals 

k 


fa        u        *        «        .     Jmi      lift      \7Z     U     ~"^^ 


"  w  o  "  w  =g 


ft*  fas   i 


jDE 


_flL 


£*==*'   ft    v    o    „  ii"  ,i°  ^ 


f«.  n   *    9    *>  ";  n»   »  -  "M   .  "g= 


Intervals  in  E  minor 

**   i     a     i      =    »q      -^— ^      S      I 


1%  ft  s  o 


-o- 


Intervals  in  B  major 

J  Mi,      1     °    "**"  =    g     *»  o  »     g     g     § 

y  ^       °      "      o  no       o  1  0      |      ii  He 
Intervals  in  F#  minor 

m  iJk        oo  Ot>  o  o  O  Q  p     =^= 

g       ff  »J»  Q  ai     ■  O  °  O  «% 
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Intervals  in  A\)  major 


SEA1,  »"    i 


-&- 


js: 


jo: 


us: 


Tf^- 


-»- 


3T 


-e- 


XE 


Melodies 


■^■'■«  lcj- |J'U 


rmj-j  *  j-i  nj.  i  rjs 


-'■i'i  r  arUajp-^rjitfUfPi  pirvu 


BRAHMS 

j   I  a 


£4 


Pm 


Jwj>  j)  i  j  j'i'^ 


i  x  Jtt 


**# 


^^ 


» 


-jW-J  JTOJ^i 


#    >  • 


M 


SCHUMANN 


r"LXJ"  r-  p  ir 


1>  J>  J    ii 


^^ 


■       ■ 


a  u  in^i^  rfft i •r^jp 


** 


11  ijrojijjiji  j"J  '^jot1 


BACH 


t* 


s 


iflflp 


SS 


^i^f 


5ig^/  Singing  —  Melodies 


Allegro 


pK«  f\  jj   J?  ,>pr  p  »Pif    r    p  hp   r  ^ 


fov  r  ^  (i  r   p^=i 


MOZART 


P= 
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Langsam  und  leise 


3#PF 


Pi  Ju  j  1 4.  jj.  i  i "  ^if  Si  J' 


^^ 


BRAHMS 


i 


P 


JJ-hjOj)'  "J- J-Uj 


*3 


Andante 


^ 


\) |  J  j  i  >-i\\   r  JmJ  J  i  lH 


S 


^ 


^e 


P  pj  ft 


h  r  r  <  r  '  p 


^ 


ii   r  n  r  >  -fr 


♦— p 


r^/ir  J  i  ^'ir  r^ 


E 


MOZART 


a 


£ 


^^ 


Sehr  zart 


1  J.J-lJ-J  J>  I J  J'f  PIT  J  Mf 


J.  ILJ  J)|J.J 


•fJ  J;'ttP 


BRAHMS 


tfJ    ?  *  1      -    @    J-    \jJlj  |  J)J  J>  J    1^^ 


y  « jf jj>iJ»V  u  JjJ,j,Jlir  J'^yfffpf 


SCHUMANN 


g  r  j,j^  j  '4^iiiJ!J1^'J'ji^^^ 


V'^ttil  J)|J)j)<H-J>j)plJ|Jj)lj)»J>lJ>j>JlJ>,i)plJ>Jji 


Bl  j>>  JHJy>j)lj.Pl4  J'U  j  lMj)!J)J)J)hr-^ 
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Cs   L         Cs 


y¥»iii'J>Ji  IJ>  >  Jh 1  J>J>  i  Vj,  ip  J'p  if  H>^ 


gj  j>.  p  I  J' j)  J'  Iji  g  J.JJ>J,J)  |  J>*fjPfg 


ZELTER 


W(l  ,MQJ^plrf  H^M^^Si 


Ul 


ZELTER 


pnPpJ'c/pir  >nfrJj><MiJ  m 


Ruhig     js^  8 


3  .S 


.'>n"7jriiif  j-3  fcj  -rj  j.  i  j  1 1 1 1  j  _n  i  j 


ZELTER 


ftp  *  J  J  i J  rr  rir  efrcjjfljHppp 


Vivace 


**ikhsi)i}t\n.tot\vwt\fi  )\!Mi 


yo  Jj>pip  pp  pip'-"p  pip  Pp  J|J>  J?j>J> 


SCHUMANN 


yQJJJJi^jijijjijijt^piMP^ 


s 


#? — • 


*»i  r«fl 


rt if  r  ui  -^^ 


m  f-p"  ip 


** 


BUXTEHUDE 


B  rffff  r  up  ig'c  ir-prirffri>f irffipj 


3^ 


^y 


g 


n*r rr  t 


g  J  J  ICJLQ'^ 


a —  g    *— ar 
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BUXTEHUDE 


* — » 


0      0 


^rinrrrpir  \ 


m 


m 


nMg  r?f  r  m 


&■*- 


pr  icjt  Pr  r 


bV  i  PPPY  I  r  j  rprflTiQrPr  r 


m  |  pr  rr  p  jr  ?  r  r  ir-fgpg^f 


^^ 


|  j  r  r  r  i  r  if  I  ff  rT|f  fr  r^f 


y 


A A 


J.J.  1-J 


BUXTEHUDE 
etc. 


i 


p 


^Th2 


j  urrj.j'r  irJ-pjr'JirprrJ-p 


B  t'pppJjJt/'PH'PPPB 


a  i  op  pprrrrrnp  i  »  p|r 


0     0    M    0    f 


m 


j    r    prrr"  jgg 


BUXTEHUDE 


P 


Andante 


a  yJ  g  Jy  p  j-  i  j  ^J  pif  J- 1 J  ^J  Jj 


ii 


Jffir  Pr'lrn^' 


& 


r pj.ijjiH|r;pi'H-p>>ir p p  n  i r p 


MENDELSSOHN 

dim. 


r  p  i  j  j^^'if  i  j.  *  > 
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Langsam 


y^  -   M'J'l  J~~ ^~     J'  I  J'-  an  p  I    ?g 


^ 


ttt  r  r,iJi  fjcfHTYj'ir 


BRAHMS 


i 


Allegro  moderato 


ffft-^Oir  r^cfUi* 


r  rrrrf 


n  rrrrri,.  f^rirrrfrrir  rrrrrr,- 


SCHUB 


UBERT 


i 


Vivace 


ijg  p  ppfi'J  p  ip  -  J  m  rrff  if-^ 


i  j^jjfpif^^ 


k^ tf,l?g~% 


I 


g        g 


S 


SCHUMANN 


fcfe 


r  r  r  i  r  1 4J  r  i  r  r  r"r  r  iJ  • 


m 


f 


§te  ri  rppppJ'ijJj  wj  ppir  i  r  p 


i* 


m  ^  j>  j>  u  j  ^pjpjp 


s 


f 


* 


1 


ZELT.3R 


lq       P 


r  fpir  nPr^i^r^jjj^ij^ 


s 


^ 


^r  ftp  g  f-  ,f  yr  f-HH> 


p 


ZELTER 


^rt 


* 0. 


f     I      I 


r«rrttrrf  i  fffffjgM 
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M  i  m  u  l  J^jp-p  p  M 1 1  ■  *  rs 


^ 


u  tei 


gj  =|  l| 


p  p  P  P  P  ir  P  r  p-p  if  g 


I 


3 


SCHUMANN 


S 


ffi 


B  -    *  J>  J1!  J'=p=^ 


f 


Adagio 


ii  i  p  1 1 1  Jji 


»jj>  ji  a  J-Jjt 


|  g  m  bp  I  j'  i  j)  pypj  p-  pp  J|J  i 


^ 


^ 


BRAHMS 


P 


J    'i      ? 


.^.a  -  *r  rnr  r  rJir  trr^^ 


*•# 


p  "g?  *r  rru  Jj-jij  g  r^iJJrrrr 


s 


a 


co        O 


■    i   p 


2 


rjJi'°-  'j 


? 


PP 


y  i>''i,  p  j  r  r  r  i  r  p  f  J  i  p  i 


^ 


£a 


*«* 


^  b  j  r 


i 


zz: 


^ 


rr'Jjrrr 


i^ 


# 


ZELTER 


^m 


-o-1- 


^ 


¥ 
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Andante 


iyr^  ii:  upi^^ 


=FjFF 


^ 


4e 


Lfp  IJ'-JJJ'  U  XMifE^'U-JMl^P 


ere    -       seen      -  do   f*     ^.^presc.   P    *sz.z*cresc. 


/ 


"  i-J»n^ii'ji\i.th\uiti>\i'ti-\f: 


dim.       espress.  pp 


MENDELSSOHN 


fl'1  r  cj^ij^qij.^i^ji^^ 


M 


fTT^  j  rrip^i 


a 


* 


^ — b^-# 


BRAHMS 


pip  jijj  in-i'^M  i\hujjf^ 


*t 


Con  allegrezza 


f'lit  J)J)J'iJU-Jl^j)JilJ>Mlf  ppl^JtjtJ 


i& 


I  r  nViflr  ^p  j>/ j>if  JJiJffrSgi 


pg  ■  a  J'p.J  pip  Jj»pij>Mi  g  jii'ji 


u 


SCHUMANN 


& 


3EEEE* 


p    P  I  J    I  1    y  f    p  I  J     I 


^ 


jjjj    |  i  1 1  r  n  ,M  j  j  j  i  j,  j  |  j  j 


^  i.,0JU3  *U   Mjjjjjj^i 
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a 


p 


gi 


M    j  j>r-i'^ 


1   B   j    j 


^ 


^ 


p 


fr-m )  £}  )  pf}  J>l  J-  J-j.^TT3 


ZELTER 


M  >  ■' 


^  1 1  rl/ff^?  J  i  >  f  "tf  j  i  i  P  cLcrift13 


p  jn^pphj.  jippirrrpip^^ 


•* 


a 


f     j     jt       j    |   EjEEff 


I 


■^\    ■ 


IP^P 


P 


P  Cr^'g^'igc/r  g 


^ 


ife 


Mppifl^ppigr  pPiO^jp 


i* 


i  p  piV^  P^-hr  pppp 


a 


ZELTER 


1* 


s 


M/-* 


<n  1 1    i  j  1 1 


$h  j,P  g-gp-pp  ^'p  ftpffiffiw 


P'tfPtfrpr  i p  p  j'p ^^irii^wg^ 


BUXTEHODE 


p  pjy  JWp-  ft  M  i  p  BB  J^y^^i 
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^ 


j^j  i  \,rd  i/ot  1 1 


p  cantabile 


A 2 


3 


3  BARTOK1 


£ 


@ 


t 


t 


j-Uo^j-J  u 


5   *     \3  * v*    *^  * 
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2  3 


France 


^  r  f  -j  J  j^j  j  J  p  f  p  J  j  jjj  j  ^i 


a       iv     zg 


i 


r1-      a 


O 


fete 


PP 


zee 


f 


I 


^ 


^ 


i 


j£L 


a  ••  r  r1  r 


¥ 


^ 


IZZ 


CALDARA 


i 


g    ■ 


^ 


^ 


IE 


0  9 & 

2 


i  i  i  i  i  i  j.  ji 


I 


3 

^1 


£ 


4 

2= 


GUMPELZHAIMER 

^ 


p  jjc  ''  r  p 


i© — i© 


« o- 


'  r  r  i  -]  r 


m 


&      A      d 


* o     -o- — -J-  J-  *  • 


O 


j  j  t  j  a  a  r  r  r  r 


■    ■ 


# — # 


-& 


jGL 


o 


r  r  v  r  j  r 


# — (» 


i 


a 


i  J  J  -' J  r  r 


U^ru^r 


i 


*£ 


*£ 


*=£=! 


^iipp 


g^a 


p 


ZEE 


i 


# 


O  3 


^ 


i 


?^ 


^T^7 


CALDARA 


^ 


in 


^H 
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^^ 


2 


f 


T^ 


o        ^'     <'=z2 


I 


ffi 


o 


^m 


PALESTRINA 


E^ 


^ 


a     a 


^ — 73 


^E 


^^ 


SARTORIUS 


-J-  r  r  a  •  -]  a 


22 


XT 


*i      i     i*       9      "= 


* 


■     ■ 


^^ 


g        o 


-e- 


o 


PRAETORIUS 
5  6 


Mm 


"  r  r  r  i  r  r  r^ 


i  ^^.i 


¥  J>p  J3j> 


CN       2 


P     J       Jp     J]J?J'    J)  J       J)J)J       J^ 


CALDARA 


|  ^J>ii  j? it  'UP  '  UTrffP  |  1 1    =|| 


a      ■  ~p 


i 


& 


r  r  I  rr  r  *"^p^ 


22 


^ 


i 


Se 


r  r  p  f  a  r  "  j  r  r 


fr1'"  f  p  r  r  r  "J  r  =  i  r  r  r J  J  i 


r  r  r  r 


■<-* — 1^»- 


s 


p   r  CJT  c;r  1  p  p  J  ^^M 


AGRICOLA 


:*=»: 
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Ml 


feE 


r  ir"'J  if7rr'rr  rrirrrnrrr 


-©- 


«i  il^J  j  i  rTfP^Ff 


£ 


& 


^^p  rr 


^^ 


^ 


-e- 


"  rprr'f1  rne}r'r'p|JJirJ' 


TELEMANN 


# 


g~w 


;¥  b  j  J>  j» 


PP 


|¥   J  ,  j  j  i  JJ'pJ'PPPplpg'P^^ 


II"  «  J'  J 


g  g  H  ppc/ipp  j,P  ^r 


* 


>y 


g    J    >    I  ^ 


?'P    H    iU. 


TELEMANN 


li  J  J>  J> 


p 


<r — # 


pli 


■« #- 


r  i  r~r  r?  1 1"  r  i  r  ' J 


V  atst  1 1 


# 


^^ 


^^ 


T> 


0  d  * 


-^2- 


IE  <-J 


i 


O 


BOYCE 


-o- 


m 


77" 
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frn  |      J)   U^^ 


i  I  j 


5 

./a 


MARTINI 
Si 


*  r  j  *  J  ni  j>j>r  vp  v  i  r  *;" 


1  P I T* CTP  J3|  J  j  >»;lr  J3J>J31J> 


Oi 


BE 


0       M     0    0 


y  pW|  J  J) j, J  |  J  >p  p  fl|  g-pp-p^- 


£* 


MARTINI 


pi  i  jijj»^Jt  ji  a  Jo  j>.ji1^ 


tef 


i 


TgT 


^ 


i 


s 


I  B    J  J 


_o 


3 


i 


r  p  r  r  i  r J  r  r  ^ 


il   r  J   l  j 


* 


^ 


i 


<  ~  ■  # 


i« 


^ 


4 


HAYDN 


m  miJ 


■    ■ 


J  J  j  j  r^^i=i 


gE* 


J  I,-  J 


p 


>  J  i  r  r 


^ 


2 


J'    J    1  i  J 


O 


# 


s 


♦         ■ 


^ 


r  r  i J  J  i  i 


HAYDN 


¥ 
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rV'ip-  p^p ;  inr  *  i j  jijijij) 


HAYDN 


fri  i^pppcrif  ?e;ppij.  ji^A 


1.        3     (^2.^ 


5*^= 


:RFF 


P 


PPP 


3T 


^P 


i  I  j  j  j  puppi  f'Try^  J  =  f  7f^ 


1.  2. 


MOZART 


^  ■  j  r'ry  r  I  U  Jr"T  c!rr  J  ' J  J  J  !| 


i. 


Se 


33: 


XE 


-»- 


:^ 


~o- 


^^ 


7J  ^'^ 


J  1   J    J  J    .T.   J    gil 


Q> 


W 


f 


^— g 


^i^^ippcj^i^^cjip  pc;J3ijpp 


fj  >p  J>p  i  j  j>p  p  i  ^/3p  gj  I  i  i  &rp 


p  p  J>*  I  <t  e;^ip  JJ-HJijijjij^J'J 
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£  J'  I  J   , 


m  i 


P? 


m 


m 


J'  i  J)  |  g  J  p  ^ 


SALIERI 


f 


£i£3 


W — W     4 


1. 


2. 


s 


Si 


Ci 


BEETHOVEN 

(7\ 


w~m 


£ 


rrirrr1'^11 


t 


^ 


^ 


2. 


3 


F=ff 


b>J J  p  I  g  *  -  U  J_> 


i«Uy.4'i 


i? 


^s: 


j£i 


3. 


BEETHOVEN 

£1 


'^'^j'ijf^P 


^ 


±* 


nnn  >nr  r>r'r  r  *r |J  J^ 


** 


a 


o 


2. 


nnn 


? 
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Lie -be   sau-seln  die  Blat       -        ter,    Lie -be    duf-tendie 
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CANONS,  ROUNDS,  TWO-  AND  THREE-PART  COMPOSITIONS       237 


J 


I  p  i  jH/flffir      nip  g  1  a 
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DESSEN  FAHNE  DONNERSTURME  WALLTE. 
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Allegro 


Des-  sen   Fah  -  ne     Don  -  ner  -  stair-  me      wall-  te, 
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Des  -sen   Fah  -  ne     Don  -  ner  -  stiir-  me      wall  -  te, 
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ihm  ver- 


E3E 


^ 


r,  r  m   ,P    g  bP  'J 
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i 


£ 


£ 


r     r   i  r    r  i  ^u*^1  P 


der  wie  Sil    -    ber  spie  -let u-   ber —    Kie-seln; 


§ 


a — to    pat 


^ 


# * 


jf#^    4   +  J  *  d 

der wie  Sil   -    ber  spie  -  let —  u  -  ber —    Kie  -seln; 


m 


1 


I    i     f>    h 


£ 


g      ■ 


^ 


^ 


der  wie  Sil  -    ber  spie  -    let        u  -  ber         Kie  -  seln ; 


$tt»  i  i  m  p  p  i     it     m  i  r^f 


ihm    ver  -    hal  -let 


wil    der   Spee     re 


j'n   i  a  J>  1 1  I  t  ■   ii      I  p  i  J  g 


ihm     ver  -     hal  -  let 


wil -der    Spee-  re 


m 


p^£ 


i P-f 


P^ 


ihm    ver  -     hal-  let     wil -der    Spee-  re 


CANONS,  ROUNDS,  TWO-  AND  THREE-TART  COMPOSITIONS       24l 

1 &. 


I Lai 

H      J        I 


J>   i    ,j> 


I 


§^ 


Klang. 


Des  -  sen     Fah    -  ne  Don  -   ner       stiir  -  me 


Klang. 


JL 


Ber  -  ge      beb  -  ten 

JL 


un  -      ter        des  -  sen 


i  p  g  i 


r  m  i  i  i  i 


wall-  te, 


schlaft  hier        lin   -    de  bei    des    Ba-  ches 


B    I   JJi    JJ' 


^^ 


hall  -  te, 


schlaft  hier        lin    -    de  bei    des    Ba-  ches 


m  I  p  i  g  if  1 1 1  pi  j'  j>  j>  j' 


> 


j 


Don -ner- gang,  schlaft  hier        lin  -      de  bei    des    Ba-ches 


11  P    J'  HP   I  P  I  I  E/LTCJCJIP  P    \ 
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schliesst!    Es        wach  -    se      die        Trau  -  be,     der      Nek-  tar     ent- 
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Weiss,  die      V6  -    ge  -  lein      brii  -  ten 
fiihl,     und    herr  -   fi    -  che       Ga  -  ben 
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aus    bek-iemm  -  ten        Her    -      zen     kein  Seuf    -     zer     wi    -     der 
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